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This issue talks about the relations between water and architecture. Water 

as an element that is present and as a dynamiser, water as part of the 

architecture or an inescapable presence. 

It conjures up memories of Lloyd Wright's Falling Water, over a small 

stream, allowing nature to be felt in its constant flow, symbolised by the 

waterfall and the growth of the newly-planted wood, or of Adalberto 

Libera's Villa Malaparte, where any observation must be prefaced by its 

magnificent setting, at the top of a cliff, facing the sun. at the meeting 

place of sky, earth and sea. Jose Parra's article looks at the work of Le 

Corbusier from the point of view of his metaphors of water and among the 

projects we show works where a sheet of water takes on a symbolic 

function, as in Tadao Ando's Komyo-Ji temple. Water as landscape appears 

in the Souzhou university library. An example of architecture that is 

inseparable from its relationship with water is Kengo Kuma's Water-Glass 

Villa, where the Japanese architectural principle of allowing the house to 

flow into its natural surroundings and the seasons of the year is evident. 

Wind enters the house. It rains in the house. The idea of a bridge house is 

illustrated by BAR's building in Middelburg. 

Societies that could not guarantee a water supply have disappeared. 

Water is life, but is also threatening. We fight for water and we fight the 

water. L 

Better to find solutions for living with water, as in Tom Mossel's Wetland 

project. 

Some cities look towards the sea and others look away. Port architectures, 

industrial landscapes, incompatible with the city but the source of wealth 

and welfare. The port as a door. In this issue, Bolles + Wilson offer us the 

quay landscape of Rotterdam. 

Water becomes vapour in Diller + Scofidio's Blur and creates sound in 

Taiko Shono's proposal. 

Not forgetting the shut-in water that opens up to the exterior in the Vail 

d'Uxo. Arziia and San Fernando de Henares swimming pools. 




Nos planteamos en este numero las relaciones del agua con la 

arquitectura. El agua como elemento presente y como elemento 

dinamizador, formando parte de la arquitectura, o con su presencia 

includible. 

Nos vienen a la memoria imageries de la casa de la cascada de Wright 

sobre un pequeno arroyo, permitiendonos sentir la naturaleza en su 

constante fluir. representada por la cascada y el crecimiento del bosque 

recien plantado; o de la Villa Malaparte de Adalberto Libera, donde 

cualquier consideracion ha de partir de la importancia de su 

emplazamiento, lo mas alto de un acantifado, mirando al sol, en el lugar 

donde se encuentran el cielo, la tierra y el mar. En su articulo, Jose Parra 

nos acerca al trabajo de Le Corbusier desde la perspectiva de las 

metaforas acuaticas y entre los proyectos, presentamos obras donde el 

agua adquiere una funcion simbolica como lamina, como el templo de 

Komyo-Ji de Tadao Ando. El agua como paisaje, en la biblioteca 

universitaria de Souzhou. Ejemplos de arquitectura inseparable de su 

relacion con el agua como la Villa Water-Glass de Kengo Kuma, donde el 

principio de la arquitectura japonesa de dejar penetrar la casa en la 

naturaleza y con ella las estaciones del aho, queda patente. En la casa 

entra el viento. En la casa llueve. La idea de casa puente, ilustrada con el 

Pabellon de Middelburg de BAR. 

Las sociedades que no pudieron asegurar su provision de agua han 

desaparecido. 

El agua da vida, pero tambien amenaza. La lucha por el agua y la lucha 

contra el agua. mejor soluciones para vivir con el agua, como el 

proyecto Wetland de Tom MosseL 

Ciudades que miran al mar y ciudades que lo niegan. Arqurtecturas 

portuarias, paisajes industrials incompatibles con la ciudad pero fuentes 

de riqueza y bienestar. El puerto como puerta. En este numero el paisaje 

portuario de Rotterdam nos lo ofrecen Bolles + Wilson. 

El agua en estado gaseoso con la nube de Diller +Scofidio y el agua 

generadora de murmullos con la propuesta de Taiko Shono 

Y tambien, como no, el agua encajonada y que se abre al exterior en las 

piscinas de Vail d'Uxo, Arzua y San Fernando de Henares. 
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Un acercamicnto critico a b obra dc Lc Corbusier oigc consuuir 
kctura* diagonalcs para corrcgir bs inevitables deformaciones que, 
sobrc su pcrsonalielad y discurso arquiteadnico. han producido las 
cmaivaniciitc cspccialiodas investigadoncs disdplinarcs. Aproximarse 
con rigor a su interna rrayectoria intdectuali a menudo rcpfcta dc 
inscguridades y paradojas. suponc concempbr su agitada vida como 
una inccsantc actividad creadora dedicada a desvdar la realidad que se 
oculra dfrada hajo las formas. (i>mo ha apumado Crcgoui\ ningun 
gesto en su trabafo parece estar decidido por rajones puramente 
cstcraas. Inventor significaha para Lc Corbusier rcsolvcr un problcma, 
convcfrir la forma en un uisol dc cucstioncs. en una amalgama de 
experiencias hetcrogeneas; en b condusion ncccsaria dc una busqueda 
conrinua y dc una reflexion densa a panir de matcrialcs complejos 
sobrc los que fundar las kicas cstructurantes dd proyectex 
Prccisamentc. unn dc cstos matcrialcs mis intcrcsames lo constituyen 
las metaforas. El rcaino mctaftrico en Lc Corbusier no cs una excusa 
superficial; proccde de b naturalcua profunda dc U obscrvadon de las 
cosas. Mcdiame la metifora se anudan imagencs que participan tanro 
de lo rational como de lo iiradoruk que emergen de un cspfritu 
hipctsenriblc permeable y poeuco* forjado cntrc varias cultures, Por 
cllo, las mctiforas mis ordias dc Lc Corbusier son. sin dueb* bs mis 
fecundaSr pcro tamhicn bs mas dilidlcs puc&to que. con cl pasu dd 
tiempo, se roman cada vet mis opacas y hemwSvicas a medida que d 
arqimccto asJmib bs miiltiplcs inllucncias que lc brindan |os distintos 
rcrritorios que visict A tnv6 dc bs mctiforas sus obras conjugan 
desde cslogancs maquinisets con hcthr/antts liguras litcfarias* hasta 
insdlitos ccos surrcalisias con las voces mis amiguas de bs 
dvilizacioncs dd Mcdiicrrinco c* induso, d dualismo dd pensamiento 
alquimico con lot mrt&t cosmicoi inmem&rudes de las rrHgtoncs dc fa 
Indur. 

Sin considerar la jusra imporranda de cstc recurao sus formas 
arquitcctdnicas no pucden explicate dd todo, y hasta pocden parecer 
f alias de scwido si onuiimos d inagotabte potenci.il que enderra la 
cxpresiva ambiguedad de cstc tropo. Rcsulta* pucs, imprcsdmiiblc 
acudir a sus tcxtos y, sobit todo. a su pinnira -dondc d mismo nunca 
se canstf dc reperir que rcsidfa d secreio dc su arquitcctura- para 
encomrar, en d constante llujo de alegorias y metiforas qiwr nutrcn el 
im^inario de Le Corbusier, valiosas cbves que permitcn acccdcr, dc 
un modo mis complcto, a \x< in^otablcs emenanTas dc sus 
rcalizacione^ mas brilbntes y enigmatical. 



A critical approach to the work of LeCorbiwerrcquina the 
construcriim <rf dLipiiul rohlinp^ to correcc the inevitable 
deformations concerning his pcnonalic>' and archiicaurol discourse 
due excessively spcdaliscd disdpline-bound rtsiarch has creattil. A 
rigumus approach to liis intense intellectual career, often hill of 
inscaititics and paradoxes means viewing his busy life as an incessant 
creative activity destvted to revealing the encoded reality hidden under 
the forms. As tirtgmti 1 noted. m» gpiurv in his work .seems to have 
Uxn dccideil for purely aesthetic reasons. To Lc Corbuskr* inventing 
meant wiving a problem, converting the fiirm inro a cmdble of 
questions, an amalgam of hctcrugencou* o|Ktieitccs f in the neccssan* 
conclusion to a cnntinuottH search and dense reflection that took 
complex matcrblv as the >uuting point on which to found the ideas 
that struourc the projcci. 

Metaphors are one of the iiK»st intcrcsung of chese materials. Le 
Gnibiuicr s recourse to meaphors is irk a superficial excuse but 
comes from the profound nature of his observation uf things. 
Metaphor b the medium ilut hinds together images that partake ol 
both the rational and the irrational, which emerge from a hyper- 
sensitive* permeable, poetic spirit forged by various cultun*. For this 
reason Lc Oicbusici's later metaphors are undoubtedly the most fertile 
but are aba the mosr ditHcult: as rime passed the) 1 became inctvasingly 
opaque and hermetic as the architect assimibrcd the multiple 
inHuenccs; nrlcrcd by the dilTcnmt places he visited, iluough 
meiaphor hut vvnrks ring the dians>cs on such diverse combinations as 
machinist slogans and enchanting htcrary figures, unusual surrealist 
echoes and the most ancienr s*oites of the Mediierranean civil iuiioiu 
oc even the dualism of alchemical thought and the immemorial cosmic 
rrjydtt vf Indian trligtonr* 

His architectural forms cannot he fully explained without giving due 
importance to this devke; tliey might cwn appear sensdess if the 
inexhatLMiblc potential contained in the expressive ambiguity of this 
trope is omitted- It is dicrefbre essential to resort to his writings and* 
above all, his painting (he himself never lircd of repeating that this was 
where the secret of his architecture by) to discover valuable keys winch 
provide access* or more complete kccss, ro the incxhauaiblc teaching* 
of his most brilliant and enigmatic works in the constant flow of 
alienor io and mctaphonc that fed his imaginary world. 
We may ihaeforc propose a study of water in the work of Le 
Corbusier. as the material that inspired many i^fhis principal 
metaphors* In this sense we would he talking about a medium for 



En este contexm, podcmos proponcr, en la obra dc Ir Corbusicr, un 
cstudio dd aguj como U materia inspiradora dc muchas dc sus 
principalis mctiforas. Habbrtamos cntonccs dc un sopottc dc 
imagines o, como lo ha definido Gaston Bachdard*, dc una 
incupocika dd agua. No sc uata dc reconoccr un grupo particubr dc 
imagers vagts y posiblemcnic inconcxas, sino dc disrirtguir, en b 
untdad dd dcmcnio aatitico> d prindpio que las tunda. Para prccisar 
ota r jiul hahri oaic rccurnr a la ensorudon pocttca proccdcntc dc los 
cstratos mis profundus dd incoitscicntc del anjuitccto. Dado que Us 
irnigencs dc b materia sc sucrlan dc niancrs imlepcndicnte de las 
formas. Bachdaid ha distinguido. en tefminos filosoficot, una 
iniagiruckin que uixcnu la causa forntal de otra, mis mtima. que 
alimenta b causa material dc mtxlo que* en todo hecho plisiico, cs 
ncccsario que una causa sentimental sc convicrta cii una causa formal: 
d arte exuac dc la materia b fiicr/a dc una action que sc diluye en la 
supcrfkic dc b forma; y por dto t c* posiblc argun»cntai una ley de los 
cuatro dememos que dasifique bs divcrsas imaginacioncs maicrialcs 
scgun sc vinculcn a b ricrra, al agua. al tucgp o al aire. 
Una Icy milcnarb que. aunquc no exdusivamente, puede ntttrcarsc ya 
en la* anriguas cosmogonias prcsocniucas, inirio dd pcnuimcnto dc 
los gricgos disicos, cuya culrura ranto scdtijo a Ir Corbuucr por cxtar 
xostumbrados, como estaban* a signifies hi* ideas con bcllcza. Ast 
dc la mano tic Humcro* no* llcgan bs primcras piUbras, initios y 
poeJicas que narran. emparcntadas con rdaros orientalcs. como en d 
oiigcn dd cosmos estaba d prindpio humedo bajo los nombres dc 
(\cano yTctis. Ujs listens jonicos, ton una prcten»6n dc 
radorulkbd, abonbron, pew primera vcz Inera dc la nmologu. d 
analisisdcbcsrruauradd mundodc hfitis. Talcs, d primcro dc los 
listcm. inkia d alcjamiento dd mito pro|*>nicndo como hipdtesis un 
monismo materia) vgtin d aial todo provicne dd agua: por d 
contrario, I lerddito de ricso afirm6 que en d fucgo se encontraba la 
raion substantial del univcrso y que b mucrtc consistia en 
desprendcrse dc esc fucgo para transfonnarsc en humodad: y tuc 
Empedodcs quicn tcori/o sobre cuatro mlces *Arist6tdcs las denomind 
clcmento& ticrra, agua, fucgo y aire- que aglurinaban b composkion 
material dch fitit* 

Ahora bkn, aunquc <sa panidon dd mundo parccc no encerrar boy 
mis que la* vinudes que sc desprenden de ^u bclkr/a pociioi. su 
Inicncionalidad filosolica enderra profunda* connoudones 
mctafeica*. E> deno que los dementoi no fiindaxnentan j-a ninguna 
reoria y que perdkmn roda oi va!idc7 como paradigma postitvo en ct 
MgJoXVIN. con baparid6ndcbquimicacknu3icade Ij\*oiscr*sin 
embargo. Lomiiiuyen una dasitkadon dc b nutcria> una taxonomy 
orj'a enofmc carga historica y cptstemolngiej le* conficrc toda\i* uiu 
gran cficada conceptual. En esre senrido, bs Cuam> Rutat Ac l-c 
Cocbtakf -vodadcro progranu dc rcfomias urbajiistieas para d 
acondidonamierno dc b macrocscab gcngrilka- oomtiiuycn una 
lran^posici6n dirccu dc b tcoria de los cuatro ekmentos dc b 
naturalcza: la ruta dc sierra a mifenaria* la ruta del agua o mdaumOi la 
naadtihifrm-fut^titnraenanok la ntta dd aire acabu <k nacrr * 
El apia, como clcmcnto* eneicrra en su escneia el prindpio dc b 
fluidcz, explkitado QOttl VBQCS en b organrradrin dc sui plantas y 
rachadas tilKes; es b idea de un medio panicularnwnic fluklo, 
homog^neo, vrcno, silendosn; una materia un riempo ctnada c 
infimca dondc los cuerpos (loun. se rozan y sc esquiv , an en un 
movimiento pcrpctuo. VI mundo dd silencio imperturbable -como d 
que aeomcee bajo la^ ^uas profunda*- cs el mundo dc la arquuectura 
sacra dc Ronehamp y de l>* Tourette^ aiycx primerot eroquis -como 
apunta Cyrille Simonnct* mucstran una cspccic de acuario. una 
gigiinusci iuvc .sob re pilotis que* acaso, podria lambt^n representor un 
Area de Noc" depositada en una naruraleza lavada de toda cnmjpd6n. 
La un^inacidn rnesoforma dd agua, es dedr la aptitud dc csea para 
componcrsc con los otros irc% cleincntos t suscita umbicn en Lc 
Corhusicr diferenies acdnida plisiicas*: b icrraza-jard(n, b girgob y 
b diJmenca. autcnttcas prot^onktas dd lengip^e formal 
corbusicrano, expfesan como sus cditicios, cajas estancas* absorhen o 
c\*acuan d demento Kquido. 



images or. as Gaston Bachcbrd-* detincd it, a metapoctics of water. It is 
not a marrcrof reeogn»inga particular group of vague and possibly 
unconnected images but of identifying the uniry of the element, water* 
as the principle on which they arc founded* In order to define This 
task, we mutt tesori to the poetic fantasy that ro^ out of the deepest 
layers of the architect's unconscious. Since images of matter arc 
dreamed independently from diosc of fomw, Bachebrd distinguished, 
in philosophic terms an imagination wind) sustains the tonnal cause 
of another, more intimate imagination which feeds the material cause 

In such a wav that a sentimental cause must be convened inu> a 

■ 

(orrrul cause in every pbsitc act: art extracts from matter ihe* force of 
an act that is diluted in the surface of die form; it is therdbrc possible 
to argue (or a law of the four dements that classifies the dbtrsc 
material imaginations according to whether they arc linked to earth, 
water, fire or air 

Dus age old bw can be traced back as far as. although it is not 
exclusive to. the ancient prc-Socraric cosmogonies that led to the 
thinking of the dassical Cireeks, whose culture so seduced Lc 
Corbusicr bcciusc they were accustomed to signifying their ideas with 
beaurj: TTie first mythical and poetic words, rdated to oriental talcs, 
that tell us how the moist element was present at the on^in of the 
cosmos tinder the names of Ocean and Tbcris have come down to us 
through the works oi Homer 4 . "Ihc Ionian physicists, in their desire 
for rationality, were the first to embark on analysing the smiouit of 
the world ofpfiusis without tdcxring to mythology ITules, the first of 
the physicists-, began die departure from myth by proposing (Ik 
hypothesis of a material monism where esvrytriing had its origin in 
Vwlm. Hcraditus of Ephcsus, on the other Itand, alUniKd Out the 
substantbl reason of the universe was to be found in fire ami that 
death consisted of parting with this fire and becoming moisture. It 
was Kmpcdoclcs who posnibted the uHeory of (our rootf * and 
ArtKiotlc who called them elements: earth, water lire and air - that 
combined to form the material composition of the MH& 
However, ilthougli the only virtue that this partition of the world 
holds lor us nowadays appears to be the results of its poetic beauts*, its 
philosophic intention hits profound mctaj>h)^ical connotations. It is 
true due the elements are no longer die foundation of any theory, as 
the)' lost all validity as a positive paradigm when l^VOiSexl scientific 
chemistry appeared in the 1 8th century. However, they constitute a 
classification of matter, a taxonomy, with an enormous historical and 
cptstcmolopcal charty 1 that still imbuo> them with ^eal conceptual 
efficacy. In this sense, Lc Corbusicr* s four Road* (a true programme of 
town planning reform for equipping the geographic macro-scale) 
constitutes a direct transposition of die theory of the four elenwms of 
nature i/jc rvure ofeardt is age-old* dx route of water if age-old ttx route 
of iron (fire) is a hundred yean old dv mute of air Im jua been barn\ 
Water, as an dement, contains in its essence die principle of fluidity 
that was so often explicit in the organisation of his floor plans and free 
fefidc*. It is the idea of a particularly lluid f homogeneous, serene, 
silent medium, a material that is at the same time closed and infinite 
in which bodies float, brushing past and avoiding each other in 
perpetual nnnion. The w«ut Id of imperturbable silence like that which 
lies beneath the deep waters, is that of the rdigious architecture of 
Rnnchamp and la Tourcnc. As Cyrille Simonnet pointed out. the first 
sketches for these building? show a kind of aquarium, a giant nave on 
pilotis that might perhaps also represent a Noahs Ark deposited on a 
natural world washed free of all corruption* 
'11k tticsoform :=( filiation of water* in other wx^rds its gift for 
combining with the other three dements also gives rise in Lc 
Corbusicr to difiercnt pbstic attitudes'*; terrace- gardens, gargoyles and 
chimneys authentic protagonisrs of his formal language, express the 
ways in which the hermetic boxes of his buildings al»sjrb or CVKUUC 
the liquid dement. 

Water and its complementary dement, earth, combine to loim a 
paste, a viscous element that carries an entire biology within it. On die 



Fl agua y mi ckmcnto complcmcntario, la ticrra. dan lugar a la pasta: 
un dcmento viscoso portador ilc toda una biologfa* l*n la cubierta 
ajardinada. la tierra bebe. se impregna y filtra d agua nutricndosc dc 
clla. IU agua seminal fructinca los germencs deposiudos en la capa 
tcrrosa y dcscncadcna una quimio saludablc. clomftlka* prodttoendo 
la hierba y las flora que proiegcn a los usuarios dd edificio, 
FJ agua y %\\ dcmento opuesto, d aire, origjnan un fenomeno dc 
rccha/o, una corricmc que* brou tcbrilmcntc queriendo regrcsar al 
paisajc* KI agua surtc cntonccs cxpdkla por d cdificio a travc* dc un 
dcspliegue c«-uli6rJto y singular: la girgola, Estc clemtmo, integrado 

- j -I i :oii .1 1 1 :■ v. [ r Crt mj .<: %.]'.!! [ l «.:. . .1. : S Li lit:'i::Aii'll loglCt dc una 

cubic na que l£ Corbusier ha proyectado previamente como un 
ordinal problema dc ludriulica. I^cnsemos un insumc en cl curioso 
discno para rccoger d agua dd pucsto aduancrn dc Kcmhs-Nifcr. 
suuado junco al canal del Rodano al Rin, o en las cubicna* dc los 
palacio* del Capitolio dc Chandigarh que* rcdaborando la ligcrcza dc 
U suspensi6n catenaria dc la rienda tradkional del impcrio mogol. 
buscan la inclinaddn nrccivi para cxpulsar d agua por Us gdruolas 
csiratcgiGimrntc dfipucrtai sobrc los csianquo* 
En la coliiu dc Kondiamp, Li dimension sagrada del lugir, tambicn 
asoctado a amiguos cultos |x*£uios, proportion* una scgundii 
mctafora; la dc la purcza dd agua* Cxmvcnida csta en un prcciado 
bien del que no pucde despcrdiciarsc ni una gota. Le tx>rbusicr la 
dcvuclvc a la naniraira mcdiantc un cuidadoso gesto con d que ha 
qucrido agraifcxcr mi hcn/fici acrion- l-i cubicrta dc la Capitis 1C 
compona o>mo una gran cxdusa que rccoge las aguas pluvialcs y. 
como si dc una libaciun prupkiatorta sc tnuasc, las vicne a travel dc 
una girgpla gigante dc dobk tubo. en una cistcma conilgurada por tin 
curioso cnsamblajc de pirdmides. un aljibc en cl que Frampcon 7 ha 
qucrido vcr un rrcucrdo dc la fosa cxeavadi dd warn roninno* 
Finahnentc. el agua y su dcmento contradiciorio. cl fuego, originan 
los vaporcs. cvocados por d hipcrboloide dc la Asamblca dc 
Chandigarh* cuya contundente torma rccucrda la dc una cone dc 
refrigeration* y adivinados tambicn en la plistica rotunda dc los 
volumcnc* dclaschimcncasde la Unitf dhthitation dc MarsdLmm 
cdificio en d que nos derendrcmns para examinar otros aspecros. 
I)c todos L.S conocida b c^lcbrc nKtiiora del palafitn que recrcan Us 
famosas villas puriitw dc Ix C^wbusicr* posadas repauosanicmc sol>rc 
una naiurakra que pcrmanac inwn. >4o insUiircmoi mix sin 
embargo, anali/ada desdc esta mctatbta* la tfmtfdc MandU cs 
rc\*dadora dc una dara cvolucion de U Mntaxis corbuuerana: los 
csbclftH y fnlgiks pilotis dc la villa Savo>r, iVKiados a las rranquiUs 
agios dc las consiruccioncs Ucmtrcs^ sc ban tnuwfonnado aqui en 
potcnies andajes, en musculosos wpones que, a modo dc cspoloncs 
panxen dKcnaoVu pani rcul>ir la cmlxsiida del mar o b Iucf7a 
dcnwdkfa de un lorrciue fluvial I*cit> si una iluskjf i caractctwa la obra 
dc Marsdla cs U mcufora dd baico< Mudio sc ha cscriio «)brc csta 
alcana un querida y exploiada por Lc Corbusier, buscuido en db 
una represcntaci6n dc b autonomb dd lugar, la exalraci6n de b 
CAendalkbd de b lAnica o la fluidcz con la que una emharcacidn «r 
dcspla/a umamlo los pulsus ilc las olas. Rn csie taso daxaitos 
prioridad a su singuUritLul pociio volvtendo, dc nuou al tcxto dc 
fbr las atatrv mtas. Una dc las imagencs mis bdlas y onirics que 
ofrcet csie libro similar a b que ided Antonioni para una esccna de 
DtsitrtQ mjo { 1964)-, describe los navtos que surctdan el hioxxAko 
Canal de Haw-Mm d<^i/indo»; uas lo* arbolo, a iraves dc los 
vincdos y nvando lo* <ani(x*s dc tr^o onduhdos por d vkiho. Y at el 
nusmo texto, pero esta vex rdirt^ndose al mar. 1-c Cx>rbusier se 
pronuncia para desvdamo* cl lirismo conHnado en csta mctifbra; 
mstt una rtfnui poctix dr tm barm m bs otfatm* jlbr qui t$a tmoczdn? 
Tai vtz tea part/tee toda el drl* e%tJ utbre nosatmK se nrfleja en Lts otas w to 
entwine todo como una eonctxt de ndcaryazuL Tcncmos e*a stmaeion de 
etpacioyde nutferiasfiuuitxr* 



iihi! i.iiLn the cinh drinks, soaks up and libers ihcsvatcr, drawing 
nutrition from it. llie seminal water brings the gemu deposited on 
ihc Uj\t of eanh to fruit and unlcadies a healthy, efdvropfytf chcmisiry 
due produces the grass and flowers whidi protect the building $ users* 
Water ami us opposite dement, .iir, set up a phcnoilKnon rf rejection, 
a How uS;jt &p<Hits out Icsrrishly in its desire to return to the Landscape. 
In this cue the water is cxpdLxI by the building through a singular 
sculptural display: the gargoyle. This feature* comfortably integrated 
into hU architecture, is the logical condition of a roof that Ix 
Corbusier had already designed as an original hydraulk problem. I-ct 
us consider for a moment the curious design to aJIcct the water at the 
customs post of Kcmbs-Nttcr, next to die Rhone- Rhine canal, or die 
roots of the palaces in Chandigarh's < Capitol complex which, 
lessviking the lightness of the cable suspcikMou in the traditional tents 
of the Moghul empin:, seek the precise slope required to expel the 
water through the gvgoylcs stratrgicalty placed over the ponds. 
On the Ronchamp hill the sacred dimension of a place that was also 
asMKiatcd svith ancient pagan religions provides a second metaphor, 
that ot die purity ol water Waicr becomes a precious good of which 
IUK a single drop must be wasted. Le G>rbuvicr tvtunvt it to nature 
with a canrlul ^stuxt intended to otter thanks for its bcndicial 
actions. Ilie roof of the Chapel acts as a great lock, collecting the 
rainwater and pouring it like a propitiatoiy liharion through a giant 
double-pipe gaigo)^' into a tank nude up of a curious assembly of 
pyramids, a reservoir in whidi Fmmntoiv h >is seen a reminder nf the 
excavated pit of the Roman mutidus* 

Finally* water and its contradictory dement, lire, give rise to tapour, 
evoked by the hypcrholoid of the Assembly in Chandigarh. Irs 
emphatic fomi axalls that of a icfrigcraiion uiwet llicy can also be 
divined in the robustly plastic volumes ol the Lhiitf d'lmbitation 
chimneys in Marseilles. Ixt us pause to examine other aspects of this 
building. 

Kveryone know* the edd^rated metaphor ol the stilt house recreated 
bj' \jc G>rousier*s fanxnis ptutst vilbs, rcspcctliillv set down in natural 
surroundings that remain intact No more need he said, but if the 
Marseilles Ututeis analysed in terms ol the same metaphor il reveals a 
dear evolution of 1-cCobusicA syntax: the dim, fragile pilotisof the 
Villa Savoyc* a^ociatotl with the \|uki waicnv of lake buildinp. are 
here transformed into powerful anchors, muscular supports that seem 
to be designed 'ike brcukwatcrs to withstand die fiiry of the sea or ihc 
excessive force of a mountain torrent, Howvcr, if there is one illusion 
that typifies the Marseille building it is the metaphor of a hoot. Much 
has been ssTincn about this allegory that Lc Corbusier los-cd and used 
sci modi* It has been read as a rcprocutauon ol the autonomy ol the 
place, an exaltation ol (he essentiality ot the technique or of the 
fluidity wiih which a boat moves, cutting though the pulsing wavel 
Hcrv wc will give priority to its poetic singularity and come back once 
more to Tire four roads. One of the most bcautihtl and dream-like 
images in this bouk t similar to thai which Antonioni tbougfll up for a 
scene in Red Desert (1964). describes the boats chat would cleave the 
waters ot the hypothetical i rtufde Deux-Afen* dipping behind the 

trees and between the vukywls and brushing by the fields of wheat 
rippling in the wind* In this same text, this time referring to the sea, 
Lc Cor busier reveals the lyrical quality this metaphor encloses: drert is 
,in eternal poetry in drips on the oceans. What is the reason for this 
emotion? ft may be hecausr all lire sty is above us, it is rejleaed m the 
HIM* it wraps around etYrything like a blue arul modrer -of pearl shell. 
We have thitfif/ing of spate and of fluid materials*. 
Indeed, in the words of Valery. sea and sty ate the inseparable objects of 
dre widest gtzr; d*f umptest, tire moit free in aptxamnce* tire most 
ehinffng in dte entire extension of its immense unity; iPtH so t dsey are r/v 
ones ilktt most resemble eaeh otfrcf*. 

It was certainly the wearers of a sea. the Mediterranean, the sea of 
Homer and ol Phiduv. that uipiivatcd the spirit of Le OjtbuAic* and 
aroused the sensuality that the cold snows ol the Jura had hitherto 








De IkcIio, nur y ado son, en pabbras dc Valety. hi 
objetot uuepamblet de la mintda nub amplia; los mas 
simples, lot trJs librrs en aparienrta. lot rndt eambiantes en 
la entem extension dc su inmertSit unidad; y am todo, Us 
ntds semejantes a si mismap. 
Y cicrtamcntc tucron las aguas dc un mar, cl 
Mcditcrranco* d mar dc I I < i \ \ \ i ■ ■ y dc Fidbs. las que 
cautHarun cl inimn dc Lr CorbusicT y despenaron en d 
U scnsualkbd que, hasia cntonco* Ic habian negado lav 
frfas nicves dd Jura. A lo Lirgv de lot anos* me he 
amtertido en un Ixsmbre de mufuitk He viajado a tntttir de 
las (VtffafWF > fin embargo, no tenffr mas que un vinado 
profunda: el Mediterrdneo. lai aguas reinas de Ltsformas. 
de la luzy del a/with El Ww wnduyente fi*c mi primer 
amutzta, en 1910, en Arenas. Lttz decisnvt, ixdumen 
decisnv: la Acropolis 11 ** Fucron tambtcn csus agiu* las 
que. oxitadas por d sol, mudajon su primiriva acromia 
para crcar In* colons dc Grccia: las colore* dc Lc 
Corbusicf. 

Uno dc los mcjores dibujos dc Le Corbusicr sobre U 
Acttipolis mucstra d Partcnon rccortando su silucta sobrc 
d horizontc dclimttado por bs montanas y cl mar. No st 
(rata unicamcntcdc una represeniacion palsajtstka, sino 
dc una podcrosa intukidn dc la rcbdon gcomctrica 
fundamental que csuWcct cl templo con su cmomo y a 
b que d maestro nxurriri conrinujmente durante toda 
su vidx Su irrticaf forma con ft hortzonte del niar un 
jngtda rea*}. Crisudizari&n* ftjaridn defririo. tste es un 
lu^ar donde el Iromhre te detiene ponjue hay una sinpmia 
total magnifittruid de rrtaciones > de nobieza* Im vertical 
fija el senrido de la Itorisoruat Una vive a causa tie Lt 
omt 1 K ConKi sabemos d piano definido por d agm cs, 
en la naturalcza, d lintco piano pcrfcctamcntc horizontal 
(poT dlo d mis ahsuacto 1 : ) y, en *us pcujrcttK dc 
dudades cfnpUt/^das junto al mar -apmximadamcntc la 
mitad dc *i» (ral*ajo*; urhanbricos*. define d lugar que 
ocupa su Centra ncuralgico, la OiedAJfaim, cuyos 
rascaddos dispuc&tos Ircnte al a^ua fomian con 5U 
supcHidc un inj^do reao, convirtiendusc en laro* que 
eubn Li viston de Ins harem al acctousc a pucno. 
Baivclona, Argd, Ncniours y, sobrc lodo, Bucnov t \ires. 
dtmde \m cdilkios *c hallan litaulmcnic sobrc d agua, 
consutuyen los meforc* C|cmplos de csta rebci6n mi(0- 
poebca. 

Oira gran Hgura alegorica dd agua, la ley del meandro, 
revdada flXaRMUCMC a l-c Corl>us*cr mieniras 
sobrc\t>laba los principaks rioi dc Basil, free formubda 
coma un iimbolo tndagmw para inuodudr sus propucstas 
arquiccctdnicas y urbanKticas dc los anos (rcinta -^10 ion 
aca&o los mcandros dc los rios los que, en sus planes de 
Ville Hadieuse, distinguen acrivamenre la yoniltctckm de 
b ciudadN, Sin embargo, b ley dd meandro sc puede 
tradudr Tambten como una meiafora aculfcra dc la vida 
ydcl desrino; el afbrisnw sobre la trniad encerntda rntre lot 
dot oritlat 1 * reprtscnta, desdc b pcrccpcion heradircana, 
bs diBculcadcs del pensamienro excador que k enmn bs 
inciiiablo- y vadbmes curva<% A>rmadac por b comenre 
fluvial, al final Mcmprc ciKTieiiira b vfa inls naiural pam 
abrirsc paso hasta d mar. 

En cicrto modo rdaciunada con b anterior* y volviendo 
al contcxto nicditerrana>, otra obra suya, d proyecio dd 
Hoipital de Venecia, ei»ocira. bojo b mcufora ma* 
evidente dd impluvium de mis jxitto* iobie d agua, 
alusioncs mas ptufundas, Sobrc ou ciudad Le Corbuiier 
cscribio: Vauria a un todo. Es unfnwmeno unuo de 



denied him. (h*er the ytstn I /satr become a tnan ofdfe 
tmrid. Iftatr mtrtlted otrr die eaurincftts yet I Isnr only 
one tleep t\r: the Maliseminean* Its u%sirn arrifttern of 
form, of/i/fieandofipatr. V>e deeuitr etent xsu myfint 
uwkia r in 1910, inAtltem. Octiiiir light* dnwve whmic* 
die Arropotit 1 ®. h was also ihoc waieis, exdied by die 
tun* thai changed his original athmmatism and ocued 
the ootoiir\ of ( irrcev, the colours of I r rnorbittien 
One of lc CorbuMcr '* hot drjsving^ of dw AciDpoUf 
shows thx* Ihnhcnon in silhouette a^iibt a hi^n/on 
bounded hy the mountains and the sex It q not ju»t a 
bnduapc drawing but rather a powerful imuirton of the 
basic gcsxtKtticd rcbtioruhip ot the tcniplc widi its 
Mimjumlinp that ilu- niaMcr umsunilv tuioed to 
dimughout Im life, Itt i<rtrealJorm amid* Itohzon of the 
jrajbrtn a right angle. Ctyiuslliuttion. fisitttun of dre site, 
Tfrb u a pltte uJm a man itvps bctuwe d*err it toud 
Jtanmrry a Magntfuewe ofttUtmu and afmbdtty Tire 
ventral outb&ltn d»e JfHtfltfrg vfd* Ikmt&ntal The an* 
limbaaweoftheodw u t r\s\vtkn<**\ the pbnc defined 
hy the water Is the only perfcedy hoc r/ontal plane in 
nature (and dierclorc die most abstract'"). In Lc 
Gttbusicr* project* for citte l»ctidc die sea (about half 
of hts toss-n planning wotk) it defines the place to be 
occupied by their neuralgic cvnur, dx Cite* dAjfaim. 
The skyscrapers are bid out along the sea and form a 
right angle with its surface, becoming lighthouses that 
guide the view from the boats as they appmadi the port. 
Barcdona, Algjct*, Nemours and. above all, Buem« 
Aire** where the buildings aiv literally on the scu are the 
best examples of this mythical-poetic relationship. 
Another grtur allegorical figure vA the water, die latvof 
meander, was revealed to Ix Oifbusier by chance as he 
flew over the main t\vct\ of Km/Jl Helbmtubtcd lias a 
minttidpus tymhot with which to introduce his 
architectural and town planning pmposal* ot the think* 
(do not river meanders actively distinguish the Mining of 
the city in his plans for rhc Ville Radieuse?). Howrvcr. the 
law of meander can also be inkf[iretcd at an aquiferous 
meraphor (or life and drttimi in Hcraditus pcfixption 
die aplwrisnt of die truth cmiuuncd between $k tuv 
banh 1 % represents the difficulties of creative thinking 
which, like the inevitable meandering curve* formed by 
the currents of the river, eventually always encounters the 
mtist natural path by which to make its way to the sea. 
fsclatcd in a way to the above but returning to the 
Mediterranean, another of his ssorks, die ptuject for die 
Venicx* Hospital, contains more* |*mlhuusl allusions under 
the mote obvious metaphor ofihc impluviuruof its 
courtyards over the msl Lc CWImsicr wrote ofdiis city" 
Venice is a u i vfc It is a unitfue plfenomermn of 
eonsensitton, of tout lkimuin% of inteyml purity ami of 
unity ofaviliuitioth It Ihh pmerved itself intdit for die 
riwple frown thtt it is built ou mtter. The kw«t Ihu not 
dKtnyftl and neiflier fats Venice* it hat pmmtd itself entire. 
/„■/ Tire ussier ntnvunt/t etrryd'ing* it defend* ami 
pitntlytey it at one and tlpe *ame time 1 *. The 1 !o>niuJ is a 
new building thai windy accepts the historic)! r>pologio 
in order to integrate itedf into die pvTfevt uttiiy of a city 
Hopped in time, nice the stagnating waters of in lagoon. 
Despite it* tuistrlty theie iv a funereal aura 10 this project: 
dead waters anr the only ones that do not change: ndther 
does Vcnkc. I ne duality is obvious; novelty and 
caquisitc decadence. Mutrosvr, the Hospital is a 
container for antithetical runatons: the pacdiatric 
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tomervacUn, de armonla total de puma tmegndy de umdad dc 
civthzAttfou Se ha conservado tnuteta por bi stncilk razon dr true estd 
construida sobre ifagua. EI aqua no ha eambiado y Venecia utmpoco, se 
ha comenado entcm. f. J Blague h n>dea todo t lo defiende y parabza el 
tnistno siempo . \\ Hospital o un cdificio nucvo que asutnc 
sabiamcntc las apologias historicas para .: : : ■ -■ i . ■ -. en U perfect* 
unidad dc una audi, i dctcnida en d tiempo, como las aguas 
csrancadas dc su laguna. Hay, pc$c a su novecfod, un halo J i in .1 ■ i c en 
este ptoyecto: las aguas mucrtas son Us unicas que no cambism 
Venecia tampoco* I a dualidad cs evidente: novcd-kl y exquisra 
dccadcncia* Adcmis, cl Hospital es un contencdor dc (undone* 
antitctkas: los servicios de pediatria y U capilla iiincraria. cl alia y la 
omega, traduccn la ccrrada unidad y dualidad del agua como 
clcmcnto: d conrinuo nacimienro que brota dc Lw fuentcs y la 
inevitable muerte dc lot rio-* que descmhocan. 
Continuando cste rccorrido por algunas de las mas sugcrcntcs 
mctiforas corbusicranas dd agua. debemos prcstar ahora una especial 
atenckin a Chandigarh, la important!* dd cmplco ftdco de cste 
ckmtfHti se cvidencia en d lago aniticial que Lc Corbusicr proyecta, 
como rcguladot dimatico, al prolongar d liuleutr dt las Aguay* y en Us 
&mosas albcrcas del CapitoJio, probablcmcntc inspiradas en los 
jardincs dc l'injorc que d arquitccio conocia y habta dibujado; sin 
cmbargp, Li prcscnoa real dd agua y los problcmas dc hidrogralia 
adquicrcn. en ena obra, una profunda <arga simb6lica- En cl 
Ca pit olio, lx Corbusicr cstablccr una agoniea locha optica y 
topologica con las do* unicas rdrrenrias fistcas cxistcntcs: cl diUtado 
piano de ascncamiento y la implacable presencia de las prfm cf ai 
uimhrcs dd Himalaya al fondo. lVa rivaltzar con la naturaleza, los 
enormes bloqucs dc los palados son scparados ccccstvamcMe 
Iracturando la dimension antropologica de la cscila. \j\ grandiosa 
composicion obligi a 1 e Corbusicr a llenar viruialmemc d opado, y 
para dlo. intcntando corrcgir la excesiva distancia entic los cdiftcios. 
dispone las liminas de :igua curas sujxrficies duplkan c$pccuUrnKiHe 
las arquitcctura*. Ahora bicn. en el agua de los estanques no *6lo 
a}>aroor la inugen rdlcjada de k* palaoos cv ukIo el cicb> d que se 
min, Parnnia que la Jalta a Io$ objrtos la voiutttad de rrfiriarst. tjuttLm 
entonm el rieloy las nubes que neceiitan todo el lagv para pitttar m 
dmtndlS„. FJ cftOO logrado* al qtk* stinun su action las difenmoas de 
cota y d modebje dc las colinas anificialcs, es d contrario, pucs sc 
accniuan las disconiinuidadcs y rupiuras, poniendo en cv r idcnda la 
dcsolacion dd Capitolio, la mmaiskUi dc un vacio poblado de 
ausencias; la solcdad y d silencto cobran asf connotacioncs cosmicas en 
dlugat 

La riqucra mciaforica dc las dlrimas obras de IjC Corbusicr sc debc. a 
juicio dc William Qirris> a una conlrontacion enire una iniwwacwin 
radical y una acracdon, cada vcz mJs podcrosa, por d mundo arcaioo t 
insriiuido sobrc los artta Intmanas fittuiametuete}. tigedas a lot rlernentot 
t&mktit: etioL la (una, las ague*, las taniUas* las fiuaifkedona de la 
rierrn u \ Dcsdc de los anos trdnta y, en cspcciaL Has la Scgunda 
Po^ucrra, 1 e Corbustcr va rtntindando paulaiinanicntc al asidcro 
eitweiKial que Ic pmporu<«un Lis txnc?as de la modcmklad 
posnbista; somciiendo a examen mis nuccs culturaks y sus propios 
valore* e%]>irituales* Ul descubrintiento dc la milkLtd india suponc para 
d un ejerckio de introspecd6n que lo rcwoirac aj tiempo dc las 
verdades absoluuu ya iniuidas, cuaicnu anos antes, en d iranscuno dc 
su inictJtico Voyage dXJrient* en Aienas y Esrambul la India penetra 
en 5Ai cspfritu con una pluralidad dc fucnas que pfo\t>GUl f 
incviublcnKmc, una convulsion en mis codigos formalcs. Muy 
accmtlamenrc. Tafiiri ha intcrpretado Oundigirii como una 
desgarrada gigantomaqub, donde lo que aun sobrevive de sus 
primenu convicdoncs afronia hcn>icamcnte lasfigurui naeldas de la 
etmeha de tertguas indecitdes 11 . En csta encruriiada oilnual, Le 
Corbusicr noencuentra mis opcion qfx dejer habhr a la baiaffa y 
vudca todo su talcnto en la construccidn de sfmbolos con tos que 
cntabhr un diilogo con el tiempo t b naturalcza y d sen d iibol dc la 



services and the funeral chapel, alpha and omega, (ramcribe ihe closed 
unit)* and duality of the water a& an dement; the continuous binh that 
bubl>les Irom the springs and the inevitable death of tltc rivets as they 
reach the sea. 

To contintic this look at sonK of Le Corbusicr * nto« thought- 
provoking water metaphors panicular arremton must be paid to 
Chandigarh. The importance of the phj'sical use of this dement is 
shown by ilk* artificial lake that lx> CorbtiMCf deigned to Kpibte rhc 
dimate when he prolonged the Boutetxtid of dx V&ten and by the 
fomous rcsen'oiis of the OpitoL These Wt« prolwbly inspired by the 
l*injorc ¥pnkns* which the architea knew and had drawn- However, 
tlw real preH*nce ot the water and the hydrographic problems acquire 
a profound symbolic charge in this work. In rhc Capitol Ix Corbusicr 
vt up an optical and topographical light to the death with the only 
rwxi existing physical reference points: the extensive plane of the site 
and the implacable proence of the firsr peaks of the Himalayas in the 
background In order to rival nature* the enoimous blocks of the 
palaces are separated excessively, fracturing the human dimension ot 
the scale* lliis grandiose composiiion obliged Ix 0>rbuster ro fill the 
space virtually and he thcrcfoie tned to corrcu the cotu^sivc distatKv 
rxtwven the buildings by laying out sheets of water with surfaces that 
duplicate the architecture as though in a mirror 1 lowcvcr. it us not 
only the reflected image of the jxtlaors that appear? on the water of the 
pools bur the whole sk>" that is seen there. It would seem thai At objects 
lack the u nil to be reflected. Wfatf is left, t/ter^ is the sky and site clouds* 
ufhkh needdx u4rote lake on ufaidt to paint their dntma^ ... ITie effect* 
augmented by the differences in level and the muddling of the 
artificial hills >* the contrary: rhc dLsconrinuitics and ruptures are 
accentuated and demonstrate the desolation of the Capitol, the 
immensity of an empty space peopled by absences; solitude ami 
silence thus accjuiie cosmic connotations in this place. 
The metaphorical richness of Le Corbusicr's last work* is due, in 
William Curris* opinion, to a confrontation between radical 
innovation anil an increasingly powerful attraction to the archaic 
world, based on fundamental fntrtutn aets linked to t/te cosmic elements: 
ihr ntru tf>c moon* W&K «vA tlfe eartl> /tearing yfw/r 16 . From rhc 
thinics onwards, particularfj' alter the Second World War. I* 
G>rbusjcr gradually rdinc|uishcd tlw existential clutch provided lw the 
ccfraintics of the positivist modern movement and subjected hb 
cultural nn>i> and his own spiritual values to scrutiny. His discovery of 
the Indian reality became an exercise in introspection that took hint 
back in time to the abtolute truth of which he had already had a 
intuition forty yean* earlier, in Athens and Istanbul, on his initiator)' 
Vbwgc d'Qncnt. India penetrated his spirit with a i>lurality of force* 
thar inevitably cawed a con^tilsion in his formal codes. Tafiiri has 
quite rightly interpreted Chandigarh as a heartrending struggle of 
giaim where what still survived of his l!nr convictions heroically 
squared up to thefigurn horn from listening to indesnibaIHe languages* \ 
At this cultural crossroads Le Corbusicr encountered no option oilier 
than to let tire battle speak ^and pomed all his talent into building 
symbol* with which to enter into a dialogue with time, nature and 
bang: ilk: tree of lite, the serpent, wheat, the scaler of justice, the 
white bull in whose form Zeus abducted Europe on rhc coasts of Tyre 
(a dual representation, linked to IxkIi water and die win) whidi \s now 
Shiva s animal* sun whccU. piMii allegories of the utn and the rides, 
the alchemist's round ot the seasons, the Open Hand and the 
Modulor arc some of ihc intcllcctualinl icons by which Lc Corbusicr 
confronts die traditional oosmc4ogiev with a c^ntemporan* 
tiKuphysk*. From this point of view the /few Email ^ of the 
Assembly, his last great piaorial work, celebrates the persona) 
pantheism of the architect and the images that decorate the two sides 
of the door, the interior dedicated to night and the exterior to day, 
illustrate the symbols with which rhc Capitol was built* 
Ihe outer side of die door is divided in mo hy the line of ihe horizon. 
Alxm* it ix Corbusicr drew die cosmos with the ineluctable course of 
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vida. b tcrptciuc. cl utgo. It babn/a dc b jihtku. d toro 
hbnco dc Zcu* que rapfo a Prate en las oncu dc Tiro * 
■ ■ * * i , - f< .. <, . Juil lif^kli a) *ol y li ig ■ ..: ■ y que cs ahora 
d inima! dc Shiva, bt rued* tobrr*, bs aJcgorus 
patinas dc Li luna y bs nuu-v b rota akpiimlca dr bs 
cuadorKv b RUM al*cna y d Modulor son algunos Im 
tennm inrclaiualuados cvn lo* que U ( awbu*ier 
enfrcnu U* ommohpav tradiciorujcs con uru nHiafuu 
tomcmpuriiica- Lit cstc Kiiiidu* la f\me Email B tW 
Pabcio dc la Aumhlca. mi ultimo pan tralujo pictorko. 
edebra cl panitftBHO pcmill dd uqutttOO y Its 
inugeno que decoran bx dot » i ' u dc U pucrra b 
interior dedit^ida j b nochc y b cuerior al du- iluu nan 
los urobolos con k» que ha ado cdifkado d Capttolio, 
I j eara otcrru dc b pucna od drvidkb en ui riiitad por 
b Iukj dd hurvonrx* Sober ecu* I c Corhuucr ki 
dibuudo d cosmos umi b crayanwu ineluctable dd ml 
en m..\n«> y ai ^rnno, b di'pci^i descraa por b ucni y 
b hifu y.i ■ j' V.< i JroJedot dc c**au d riuno tuodiano dc 
Im J j% ton U\ pmudtt *obm dc vruincuatro horat. k» 
csqucnui dc La %oLut»os y U> curves dc lot cqiimncanv 
LJ bdo denxho dc b pintura -ikv.i d mundo amentw 
al hoenbee* comcn/Ando par d agua; dm pirJmidcv 
invert idas ilc color amarillo 1 * -que rcswrdan las dc b 
citirrtu dc Ronvhainp urnbolifan d dooaUU 
hendxtor dd Affu: d vapor K condenu en Ibrtna dc 
lluvu jKjfpi iKtgJriai lot tunos fluvuict que k >l hvi j! 
iiur. Bajo ole moiivo aparrce un mapa tie l<* no* dc 
Europa y tambtcn d lndo > d C lange*, I a cxiratu 
pcn(*xiivi dc ole murj -a \i«a dc avidn pcro recrcada 
en d detalle ilc Lh tfAyo rf mxrtim fvftiqt* que apamrcn 
intcnoLid*K- inikiju b vi*i<Vi *|oe. en d opttio* kn 
aunwuura^ cendfin dd pbncu, dcu:ritu p*e I c 
Curbuwr en /VvniuVuu * * i*iv^ un ppinicitii t.*1 ;*■ L- 
dondc 1 1 eontinentcx dctucin un | K^.no y d vrfdw 
de miv U ^|u^ vtbfe b intnenudid dc i\» oc&no*. 
OtMcnodj dc^ie imc ingulf d jgiu ic re%^b ennx* d 
pnTKiful uf^ini» dd mundo. A b bquicrdi dc b 
compmicidn sc rcprcsenu d niosjmlcnfi* tmrn-o *il iM 
uuiunu kvm -li- 1 por cl *ij:u.i hacu d nun en oic ay» h* 
irjfj dc un llujo awendntte. utu ojx\*c tic luMiuia de b 
nvluu^n (u pmu-Mi ak|iiimk'ti) Jl-vIc lx\ mi% primi<jvA» 
cvpcvtc^ mariivLv U hm4uxu» y kn pexo. que apareccn 
nnnuficindu Li ^nrncnir dd no, Iuao d hombre, cuya 
tiluctJ •< nxorra iobic b Unca dd hocuofitc lornurido 
von cue un ingule* nxtu Sobrc d< un i^utb. «i'nibubi dc 
b jKcnsuta optnnu! y del ctcmo rccorno. v dcyt Kku 
d ckk\ 1 -^ mDnu\ mu.v'i^ d mar. d wl y un pi^aro 
que yj fuen>n pinudat en una dc Us t-klncra* dc 

Runduon 

De wxkn Un mom\» micf^adoi en b [nicna mi b » 
awkiauVn a! nd y al apua kx mi\ tn«<teniemenic 
repetido* 4 y c* poubic .:r . .! n j kn ictliw aibiaiivcn a 
cM-o hl%SACi till £n VIBt ft*d>ruit y en d pnAeio dc 
ftiViWrf/w que anuiwa d hunno al «J del ft/ttttt dt 
t'angffdmit. un IRm, pOtf "Hra pane, jbicrmmeme 
bvptpfjo en el pcnwniienio alquimiw. H inicco ilc Ir 
CotUs |Mir la alquimb ha »kIo amplbmrmr 
iryumcnudo por Franipu^n en uj nxicnto monojoffa 
tobrc d ja|uuo:I(> y; ibua b tni|^mancia que d auior Ic 
onftenr, dcilica a \u c«iudio un cipttutu cninn. I j 
tilukiondc Ic l]t»fhwcfn»n la*n.nr^ '^nn* .i. 
dondri en b wpiivti miod dc su xidi buxu uru fuente 
dc f i v-i i\ >l a n i o j v r i : ui! . qucda parennr en b /Wtr /■■-.'■.' 
pucv uno dc ka prinopolct ioxkh dc b alquimu, d 



the wn ui tinier and in tummcr, the cllipin rraecd hy 
ihc ranh and the moon rrtnhiny anxind Ef* die duly 
rhtihni of the da)i and ihc mrnty-rtmr hour\ of the 
lour di\\ the pancrm of ihc sobuo and uSc ouvcv of 
the equinoxes On the rit^it hind the painting dwwi the 
wink! befon: mankind. *ananpwith IQttK Iwo imrncd 
yJpW coloured pjTamidi 1 * - rrminuecnt of ihoftlpl ihc 
Rnnchamp ciflern * *)*mKJnc ihc bendkou do*xw ol 
ihc w .i vi : vapour K condenvd into ram and £*vci rue to 
the pirn* iWiltc fiu-f > thai run towards die sca + Under 
ihr% nKKif there L\ a nup of the riven of Faimpe and ot 
the lntlu\and the Ganges. The «ranp: pt*»>|xx(ivc til 
din mural * a- seen from an acmpbne but rexrcaied in 
the detail* of the inref^per^ed©^|rn-/frai/jtf/f/^v/jif/w'- fa 
an anticipation of the view of the pbnet trom qxicc that 
auronaun wvwik! have, dc^iihcd by Lc Corbuucr in 
/Wuw/d «& a pant Mff$M where the intdi of the 
connnenn and the pcen of uScu woods arc h^hl^htnl 
on the unnKiiuty of the oceans Ohsenxd from tlm 
anj^c. water U rewalcd n the nuin organ of the wurld- 
On the left of the u3mpovtinn the oppowtc movement 
to that of the river nuking it> way to the M3 i\ 
represented. Hen; it i* an iKendinr. Hm\; a kind ■ -i 
hniory of c\oluuon (or akhcnuol pnxew) fnjm (he 
ttKAi primitive manitc >pccie*. molliuo and rutin* 
which Atv tern \wimming up*(rvam f (o nun P whoM- 
villioucitc uaikU tmt <>n ilie line ot the honlon* forming* 
a fight anftlc lictweni them. AUac the nun an ea^jc, 
»\mbul of >|>iniuaJ a*a-nt and ctcnul nrturn. rm up 
into the ik\*. 1 ne same inugeK the *ea. the win and a 
buxLthac had already been painted on one of the 
Ronchamp uindtn*i> 

()f all oSc motift wnm into the dooc thoic atvxiatcd 
wim the \un and water are the mnu imtnemly repcaie*r 
Ihc lORl lhat curity thoc utugev cah be dimnentl m 
/-r VtBt ftubmse and in the prelate (o IWrimm* that 
foreshadow* the h\n»n to the mn in the tW*nc de ranfie 
dnit* a hook rlut was dcarh iinpuxd b\* aldicmical 
thinking I r Corhusier * imcrw in akhemy MH 
diKuvwd cMciiMvely bj irampton in hh retail 
monopapll on rhc archirret: he au»:he\ mkIi 
imporuncc to it that he dewta an entire eruprer to 
itutlying dm uilijca* Ic OinSuiieM leaning toward* 
hcrrnetk: *ub|etis. in wludi he *ough( a vourcc of 
tpuiiual nuxivaiion in the -co^rd halt of Im life b> 
patent in the Aw £VAu/and one o* the main iei>n« of 
aldvmy. the *e\Tn branched iree. nooiptes a 
pfedoounjnt pout*on in thh painting. bgtto U ng the **rt 
around whkh the door revolve** 

l«r LcCofbutkt at thc> had been tor thetireekt hetoie. 
urn and ocean, tire and water were ihc intm mipoitani 
dcmctitv co whidi die inhct tw» nHer. An.«otdev already 
hdd that Fjii|vJoclev*y«rr rv&& were mn diviina and 
complete in (hcrruelvc* hut had common ntopenio ajid 
could change into cadi other hy a pnxvM in which a 
qiiaJiiativecharipinnutcnaluiokptate* lirv o hoi and 
dry. air hiK anil wet. earth ovkl anti drv F Jnd water told 
an*l WTT. A* a result* at a deeper level, the priiRipIo are 
reduced to the mo properties of not ami wet and dieir 
opnositev I |<-ai It due to fin: and cold to water. 
Thrjftftfr. a* each other'i oppoutes, wata and lire arc 
the lurkbincntJ nuicruk In akhemy the WrU oppouce 
elements* fire ami water. o»rn>porxi dirmly lo ihc r%o 
ba>k mctalv Mjlphur and rncreufy, the ooc combustible 
and the other liquid. 1 nese in turn represent iIk nuk 
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iibol dc stctc brazos, ocupa en csta pintura una posidon 
ptcdnniitunic conviniendnse en d eje sobre el que gini la poena. 
Sol y occano, fucgo y agua wn, para lx ConSusicr* como rambicn 
vimos pan las gricgos. ios dementas mis importances a los que sc 
rdlercn Ins aims dos. Arisiotdes ya sostuva que las cuatro rakes dc 
Empedodcs no consrituian prindpios distinroa y complctos en si 
1 1 : isi i i ^s: posctan proptcdades comunes y sc podun rransmutar uikw 
en ouos a traves dc un pfoccso en d que tenia lugar mi cambio 
cualitarivo dc materia: d hicgn era calicnrc y scco, d aire calicnrc y 
luimedo. b rierra ftfa y sec*, y el agua nia y htlmeda. De niodo que, 
en un nivel mis profundi*, cstas propicdades sc reduccn a dos: caliemc 
y htimedo y sus rcspcerivos opucstos. FJ color sc debe al hicgo y d frio 
al agita. por unto, al oponcrsc cntre $(, agua y fucgo son lis materia* 
fundainen Laics, lin alquimia. los dos dementos opucstos fucgo y agua 
enmenrran una corrcspondenda dirccta con las dos mctalcs bisicos: 
azufrc y mcrcurio, uno combustible y d oiro Ifquido que, a su ves, 
rcprcscntan los principtos ntasculino y femenino dd universe. Los 
■ :i: ton i\ akutimistas entcndkrnn que la fusion de cmos dt* prindpios 
opucstos daha lugar a un lerccro, d androgjno olquunico -tcrna 
nxurrcntc en la pintura corimsicrana-. sfmbolo dd triunfo dd esplritu 
sobre L materia a travel de b gnosis, b iluminadon dd conodmknto. 
Ix Corbusicr sinrio insrinrivamentc una fnrima rdacion encre su 
tiianiqucfeui imefprcucioii dd mundo y b ancestral dualkbd de la 
alquimia que ilusuo en el cuarto pand del /Www, Tu>i4n t dc color rojo 
conw el ruhedo* la lasc mas clevarb <!el proccso dc rransmuracion. Al 
igual que b fdosofia aJquinma> d pcnsajiiicnto dd arquitccio <ipcraha 
a iravci de una fuer/a dialectics que cottfronuha terminus opucsios 
imcrdcpendicntcs. Rn Ins clcmcmot amagrtniaw fucgo-;igua. azufrc- 
mcrcurio, sot-occano, sc eiKuentra un paraldismo con Us parejat dc 
uMKcptos polarcs nauarakva-cultura, rack>rol -irrational, illiquid?- 
vida, Apoio-Mcdusa, onogonal-orginko, vcnical-hnri/onral, 
arquiiccio-ingcnicTO. dianochc que, ^ulorindosc reciprocamcntc en su 
optisiddni sustentan la dualidad en la que v: movb d di^curso 
corbusierano. Indiuo, Frampion ha qiKrido vcr en el posible Miicidio 
de Le Cocbusicr en Cap-Manin d cumplimienio de un fUrtto y de 
una prutecu del arquitccto: ti mbUmad&n final tltl cuerpo at rl 
flrmento fantntno del wfam nadande haaa e! ud mmcutim* 
flcro ademis, h pntKipal li^ira dicotdmica de b iradkion alquimtca 
cs Mercurio, sabio portador dc ^us sccretos y legcinUrio fuiiuadoi dc b 
via hermcrica cuyo atributo mis reprrsenrartw -ha fenarado 
Rnunpton-, cl caduceo, la v,im dondc 5C enireLiTan dos seqwrnrcv, 
rourgc inquieuntcmeme en d llombrc- Modular dc Lc (Jorbu&icr 
I .is referencias que tcnenHM de esie uVmiurgn ik» la procmari bajo 
dos encamaciones sucesivas: como wftor dd mundo subtcrrinco y 
coma prirjeipto ahro danuttaitilizado que $e rfaw dcuk la tierm al ado 
y vuthv a dtKauUr at rl atrso del mismo rich para unir»sc£iin dicta d 
celebrc aibrismo hermeiico. lo que esti airiba con lo que csti debajo. 
Asi\ extendkndo aun urn cstos paraldismos, perdbtmos que bs 
imipencs tlcl agua descritas en la Porte tnutil licnen mudto en wrmin 
con d cido del aqua menurialis^ d cklo acuoso de b vida o 
inovtmicuto continuo del aj:u.i en b atnt&fcra y en b lierra que, dado 
que la canridad de agua existenrc en el plancta se mantienc 
priaicamente consume, supone un cremo asctnso y descenso truto 
dc b iuieracdon enire d so! y d occano. lin La Wle Radtcusc, Le 
ConSusicr cxpresa: 

Ht tiqui un dia dc 24 Itorm bien iten*K ivtriatfo* admirable y bentftuwn 
1st nactte: soda duerme. Fittgua* infimtammte repartida* Una a cabosu 
gnto eariutfivo: todtr cttd empapado* 4 honiy: rl sol apctmr al horde de la 
Battunu el iwft es id iobrr Lis hterb^i. at d htica> de coda /xrja. 
Hubuhidote tmrrxhado rl sol ayrr par Lt tarde* a* fmcor M hecho gptas 
tobre la tiemi tie h que rut rnt mdt que tMpor de agua ai el airr. 8 borax 
tl roeio abatufena la nerm* rl sol letmttada AM al agua /„*/ Mediodia: 
la Ifora del sol gloriofo. Sus flerhas golpean dimta* tisueloy rmienderi 
ltogiieta& [.„{ 17 Irorns; estalta rl rttdmpagp* seprida de htmmm rruenm. 
Todo a terror, trvmbitt de agua; la meuridad rodea me 
deseruaderuirtrimtO- Las animates tienen msedo /.../ 18 horns: la tierm estd 



Ukd female principles rjf the universe. TV old aldwinisw uiklcrstood 
that the fusion of these two opposite prindples gave rise to a third, the 
akhemkal Itermaphrodiic - a recurring theme in I* 0>nSii-sieri 
painting - which symbolises die triumph of spirit over matter through 
gnosis, the enlightenment of knowledge. 

I c Corbusicr instinctively fdr an intimate link between his Mankhean 
iiucrpicuuon Of the wotkl and die ancestral duality of alchcn*y that 
he illusrrated in Fusion, the rounh panel of rhe /heme, which is red 
like the rubed&* the highest stage in die process at transmutation. As tn 
akhemical philosophy, the archireev's thinking worked through a 
dialectic force that brought intcrdqvndciu opposite terms face to race, 
llicrc isa paralld between ilw opposing elements of firc-waicr. 
sulphtir-nHTCiiry. vunocran and tht^ pairs tif conceptual poks nature- 
cultuie, rauonal-irrauonal, machiiK-life, Apollo- Medusa, orthogonal- 
orgmk, vert icd -horiTontal. architect-engineer, day-ni^u: axiprocally 
drawing value 60m their opposition* they sustain the duality in which 
Le C^orbusicrs discourse moved. Framptoit has even interpreted Lc 
CohSusiers possible suicide ar Cap-Martin as the fulfilment of a 
drain* prophesied l*y die archiiect; //v final subUmaiion ofilse body in 
rlieftmafe element of the Mtttff swimming towards thr male sun. 
This is not alt, 11k main dichotomic figure in the aklvemkal tradition 
is Mercury, the wise carrier at secrets and legendary launder of die 
hermetic way. His main symbol, the caduceus, the wand with two 
svtixtus wouikI VOund it, reappears disquietcningly in Lc Orbusiers 
ModulorMan, as Fnmpton noted. The references we have to this 
demiurge show him in two succcssJs'C incarnations: ^s lord of the 
underground world and as dematerialtsed airy principle that uses from 
die rant* mto tl)e sky and bttek doumukirds in rfv course ofdtr same cycle 
in order to unite what is above with what is betosv, as the famous 
hermetk aphorism dictares. Consequenrly, exrending these parallels 
still further, vx sec thai die images ofwm in dw farte Anadbbvc 
much in common wirh rhe cycle of rhe aqua mrrruriaiis; the watery 
cjde ol lite or continuous nKisxnient of water in the atmosphere and 
the ivinit w'hich - since the quantity of water that exists on the planet 
remains practically constant - involves an eternal rise and tall as a 
result of the interaction between the sut» at»d die ocean. In La Villc 
Radieuse tx Corbusier says: 

Here is a 24-hour long day. packed* turied, tuhntmble, beneficent At 
nigfn everything is asleep* The tvater, infinitely slhtred out, performs its 
cihittiable gesture: evcrydiingis drenclwt At 0400 the sun appears on the 
edge of tl>e plain. tt*e dew is on die gnus, in tfc /xdlow of cads leaf Since 
the tttn urttt autfy festerdety afternoon die coobtas Ijos made drops on the 
earth out ofwlffl ««j no more thw uuter tapour in d)e air. At 0800 tlse 
dew abartdow tlte earth, tl>e sun is up and calls dte water aunty /•„/ 
Midday is dtc fwur ofthegpmous sttn. itsarrou* strike v& ground dtrrctty 
and tigltt fenfires !„,} At 1700 the bghtntng breaks out t fhtiowed by 
ttmnense thunderclaps* Everything is tenon downpours? the darkness 
iunountts tins unleashing. Ilye animals are afhud /..,/ At 1800 d>e earth 
is drencfred The sfy it clear. The rust is sillwuessed as it apprwtehe* the 
Iforizon (...} Tuv etrmentt have pltyed d*e magnificent game together 
male and female* Sun and MftK 

The dual metaphor of ihc aqua rnercurM&f rcwak ttsdf to be a very 
fertile one for Ix Corhusier as die union of water and fire, scxualised 
in thdr opposition. U joined by the ambivalence of the liquid clement, 
which also doubles up into pairs ui oppusites: water is a maternal 
symbol but ceases to be female and dianges sex when it become* 
violent; warer is a vigorous unceasing current but is also stillness and 
silence when it is deep: water is the continuous spring uf lite but also 
represents rhe death of all rhe things that return to it... 
In July 1965 Le Corbusici wrote the last of his texts. Rtett nest 
transmissible que la pauce t Written a* a kind of farcwdl to the world, 
with the lucidity conferred by serene maturity, his intellectual 
testament contains a reflection on the continuity, regularity and 
perseverance that are indispensable to all artistic creation 35 wrll as 
looking Kick over the inescapable nature of existence, its fleeting tts a 



empapadtt Fi euio es Umpido. Fl sol ie rccortth tc aproxima at 'Irortzome 
!.J Oos clemcnSos hm ju^uh pmtos el pu^ maptlfico: lo masculine* lo 
fimenino. Salyagua. 

Li mcfifbra dual del aqua mcreurialis v rwrU extrenuebnvnte 
jeeunda pan* \x <_ orbusicr pucsro que a la unidn agua-lucgo, 
scmdi/adttf en 5u njKisiciAn, sc arndc la •imbivalcncu del demento 
Itquidn que -v drtdobU a sii \tz en pnreJA* de (Aminos contraries: el 
agua cs un sfrnbob maternal pero deja dc xt femenina y canibia de 
sc<o cuando *e rorru violent*; cl agua cs una vigorctfa enrricme que no 
«sa pero tambtcn Inmovilidad y silendo aiando x hate profunda; et 
agua a fijciuc cowituu dc vida pero uinibir5n represents la niucne de 
soda Us costf que vuclvm a etta,., 

Enjuliodc 1965. IxCorbusiet rcdacto Rien n est transmissible que la 
perts/e. el ultimo de sus lextos. Factho a modo dc desnedkb del 
munda, con b lutidc* que BfUtftt una serena nudum, su ecstamemo 
imckciual coniicnc una rdlcxidn sobrc la cununuidad* legularidad y 
penoxrancia indiqKiwaWe* en roda ereaeion arthvica y rambien un 
juicio rrtrospcxtivo sobrc b naturalc/-i includible dc la cxistencia fugaz 
como un ufafo a cuw terrnino sc llegarj sin darst cucnta-. Una vd 
mi*, el moraio Ka qucrido \xt la inugen del dcsiino individual del set 
humano en d destino implacable de bs agua*. Minttb purs, la superfine 
de las agios /...J MiniA tambiin el aad Hem del bsen que lot hombm 
mDf heclto /..J, p&raue at final todo rrsorna at mar. 
Un nics mis cardc, d 27 dc agosto* sucumbii a una crisis cirdiaca 
cmndo « banaba en d Meditcrrlnco* Ir Cothiuier desnjwccia en 
cmc demento marina, fundamental para el. cuyas aguas rcprocnuban 
b mcsur.i t b purcza, la armonb y la pamaiKixia, tamo dc b fonna y 
del cspatio como dd pensamiento y del rxpfrini 20 . 



dizzy turth its etid readied wttfrout notuing. Once again rhc matter saw 
the image of ihc individual destiny of the human being in the 
implacable- destiny of die warcrv Ijkrk, sixth at d*e surface of the tatters 
/—/ ImoM also at tl>e blue, full of tire goo/l thu men fmr done /_../, 
because in the end etrrything returns ro the sea, 
A month bier, on 27th August, Lc Curbusicr died of a bean attack 
while bathing in the Mediterranean* He disappeared inro the marine 
denicnr ihat was so essential for him. whose waters represented 
measure* purity, harmony and permanence* both of form and *pacc 
and of the mind and spirir~\ 
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Lo CorbmW. Por tat Cuatro Rutai Guitavo GiH Sorce^ || 1972. t&tr let qualro routot (Tho Four Routot) ). 
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Rotfw *n Jun* 1991 IFLC|. 
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A. CjpKoi kitp«ac»on iiutotia on la atqurtociuf f t corbuvotana. Ro-mta del COAM n 1 323* lido TOOK 1*1 quarter of 2001 
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M Tofuri. Machine ot mOmcir- En Lo Corbutier. uno ottcyclopOolo, Comro Pompidou. Partt 1987. 

La Puorta Evrialfcrfa ha ttdo objeto do un eituuibvo babafo dol tuttonador danet Morgctit KiJttrup (Porto Ematl Arkitektcn Fortag Coponnatjo, I98l| 
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19 En alfunoi cuadros dc la tone Taureau let miimat piramidot invcrbdat aparocen tobre la Imoa del horuonte. The tame inverted pyramidt appear on the 
lino 0* Iho hortwn In tomo picture* from mo Tauroau toriot. 

20 Como homenaje pottumo y to4omne t en tu bamba do Cap-MatDn to dopotHO borra do la Acropoltty tut coni/as bioron rocladet con ol agua tafirada dot 
GangovAt a to^emn potthttmout homage, earth from the Acropolrt vrat placed a> hit tomb at Cap*Martin and hit athet were tprmklcd wrth the holy nter 1 
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Yd miren al man ya se meguen a ello* Lis ciudades maritimas invert stempre 
bajo su kechizo* y en coda baroK en coda nave que aporta, te saluda a un 
pueblo, a una ciudad t a un barrio o a una famtlia que vienett de no se sabe 
ddndc, pew que. tubitamente, se imertan en la ciudad en la mitad visible con 
que se prohmga toda ciudad porttutria* 

Ignacio G6mc* dc Liafio 

En cl pucno dc la ciudad marhima sc produce una controntacion dc 
cscalas: la territorial; la dc Li ciudad; la del lugar. Coda una aporta su logica 
propia para conligurar un paisaje singular y unico* Hay otra ocala: la del 
mar. dc irnposiblc medida wmv lo wn los c*ini»o» invisibles que lo 
surean* Camino* en los que tflo *c haec viable su principle y *u final; d 
pucrto- 

La cscala territorial del pucno csti prcscmc porsu condidon dc nodo dc 
un iittcma dc comunicaciones tcrrcsrrcs. carrrtcras y fermcarrilcs, que 
constituyen cl campo dc acctdn del intcriand ponuario. Estas Ifncas dc 
transponc *c trataron buscando cl pucrco. dando forma al tcrrirorio, y 
pencrrando en la ciudad conrrihuycron ramhicn a darie forma al cspacJo 
urbano, Como eicribiA Braudcl cl gran historiador del Meditcrrineo; 
Ciudadesy raids, ruutsy ciudades fhrtnan un solo y unico aspeeto del equipo 
humano del espacio* CtsaUiquiera que scan su forma* iu arquitectura c la 
eivilizaesin que la Uumine* Lt ciudad ntediterrJnea et siempre hija del espacio* 
creadora de mtas y> at misrno tiempo creada por eilas. 
No se pucde cxpltcar la ciudad ponuaria sin el pucno, con el que ha 



Whet/tof dtej look out ta sea or refine ro do so* coastal etties always 
litr under m spell In each boat* m each slnp that it bring, tftey greet 
a people* a city, a neighbourhood or a family that comes from one 
knows not where but is suddenly inserted into tlte city* into tlte visible 
half that prolong} every pttrt city 

Ignacio Gomez de Ijano 

In the ports of coastal cities there is a confrontation of scales: that 
ol the territory; that ol the city; that of ihc place* Each 
contribute* its own logic to form a single* unique landscape. 
There is another scale: that of the sea, as impossible to measure as 
the invisible paths thai cross it, paths of which nothing ts visible 
but their beginning and their end: the port. 
The territorial scale ol the port is DftKttl by ii* very nature AS the 
node ni a terrestrial communications system of roads and railways 
that commutes die field of action of die port's hinterland. These 
lines ot transport were laid out in the direction of the pon. 
shaping the territory and also helping to form the urban space as 
they penetrated into the city. As Btaudcl, the great historian of 
the Mediterranean, wrote: 

Cities and route** routes and cities* form a single* unique atpect of tire 
human et/uipment of space* Whatever its form may be t whatever in 
architecture or the civilisation that ettUghteni it* tlte Mediterranean 
city is always the child of space, creator of routes and* at the same 
time* created by tltcm* 

I Ik- port city cannot be explained without the port, with which it 




tenido, y ticnc. una curccha rdacion social y cconomica. No sc 
pucdc cntcnder b fachada maritima tic la ciudad poituaria sn d 
pucrto que b identifica y Ic da forma, rdacidn mi* interna j 
medida que k» o b inscuiun fluea dc ciudad y pucrto, como 
ocurrr en Barcelona. Alicante. Almeria o Malaga enire otras 
ciudado incducrrincis. 

FJ pueno como lugar apoita toda su taiga de siyiificados. Como 
decia d ingenicro Jose; A. Ixrnindcr Ordofic*: Dade ttempo 
inmemorial por medio de las ohras piibficaj t el /sombre configure el 
apacio y se apsvpia dc rY, Jo seisaui y sigmfica, ereando un lugar en 
semtdo heideggehano. F.I pueno es un lugar dc linutes. y d IfmStc 
crca lugar y arquuccuira, (ximo Ifmitc cmre la ticrra y d mar, y 
como Ifmitc que imponcn al nur la* gcomcirias dc las dirseoas y 
dupes, cl pueno sc contlpura como una arquitcctura dondc Ins 
mudlcs consrimyen d edifieio y las darscruis el ncgativo donde d 
mar sc amansx 

LJ pueno imponc un lirnttc J la uaturalcj-i, un ordrn a U libera. 
es una pucrta enmr un interior conoeido y un atcrior 
dcstoDoddo. Nadic mri«»r que Fduardo Chillida ha sabido 
interpreter toda la tension simbolica y poctica que sc oculra en cl 
Ifmitc cnire la rierra y d mar en su IVinc dd Vicnto dc San 
Sdmriin* Como Q mismo * . i • 

jYque rc b que definia el utio dr! Peine del Vtrnrof. Fn primer lugar 
una reflexion fundamental para malt/ureta que emprenda la tarea de 
interventr eri el Imrde roitcro; in mtlir/ad dialrttua. La (Ma es, at 
HiiUM ttempo* princtpioyfin de un trrritorio. de una riudad.* En 
esc lugar oaisrian wu nitty elrrnentalrt: Hstaha el lasrizonte all/ 
detrds la existencia del mar con iu IucIm* estaban las liombres 
arrimdndote a mirar to deiconoctdo det/le to patadts Isasta /*>£ que 
seguimos mirando sin saber to que Isay dctrds* 
En ui devenir historico, la continuidad cspacul y morfologica dc 
la ciudad y cl pucrto sc fracruro. □ pucrro meditcf rineo 
modcrno, que surge en torno a la mitad dd siglo XIX. tomienza 
a scparanc dc b ciudad. etigiendose en un paisajc au<6nomo 
consHuido de«lc una togka funcional 
Somcndo a lo* av^ararcs dc Ith eamhie>i tmpuctio* por h\ 
innovation** tetnicai que intcrvicnen en ui propia construcdon, 
isi como en cl tramportc mariiimo; pcio umbicn ba^o las 
rnnsformaciones cu!turale% que dingen el imaginario dc loi 
ciudadano> P el pueno irJ acumulando toda esa cxpcriencia 
execrior c imcriot en ■- mirau^u dc lot que lo comcmplan. 
I-os intense ncionci de cambio dc uso *obtc antiguos cspacios 
ponuarioi cspaftulct, operationrv tan frecucntcv desde los afios 90 
dd udo que acaba de icfminat, debfan dc habcr rccogido todo esc 
caudal dc memoria c imaginarto en tuino ol nur incorporandolo a 
b forma y al sigmllcadn dc lo* nucvw e?tpaciof y arquiteauras 
ponuariasen un dialogo enrrr lo intcmporal dd mar y b 
memoria dc lot hombrcs que teunc a obras tin Kparadas por el 
riempo como ct ccmplo gficgp dc SunuVn y d ccntenteno dc Coir 
Ponela en Fmutenc. 





Ka> tud. and hai, cloie wxial and economic lies, llic sea facade of 
the port cif)' it incomprehensible without the port thai idcniilm 
ir and gives it form. I his rdaUomhip intensifies as the city and 
pen become more physically inicnviiven, such as in Barcelona, 
Aluatuc. Atnieiia or Malaga* among other Mediirrnancjnciuc&* 
The pari* as place, comributcs all it* wealth of *ignilicarion. As 
Hie engineer Jtustf A, Fcrnindr/ OrdoficiL said: From time 
tmmeiwriat shmugh piibtu uvrh. wan has shaped sprite and 
appropriated /i. signalled ami signified it, creating a plate in 
l/eidemr't >cntc of ihc term* The port is a place or lirnirs and (he 
limits create place and architecture. As a limit between the land 
and rhc sea and \\* limit imposed on the sea by the thapciof the 
docks jnd sea walls, ihe port uko the form of an architecture 
vsherc the quays are (he building and ihe basins their nceativc 
where the sc* becomes tame 

The pon imposes a limit on nature, order on the shore; it is a 
door between a known interior and an unknown exterior* 
Nobody lu> interpreted all the symbolic and [hk\Ic tension 
hidden in the limit between the canh and the sea better than 
Fduardn Chillida in hU Peine del Viento [01 Peine dc los VIcOU) 
(Wind Omdn) ai San Scbauian. As he himself sayK 
Whit um it that defined the place of the Peine del Yienn*} Firstly, an 
essential reflection for anyone wlro underxaket the task of acting on 
die edge of the coast: m dialectic reality The coast is at ttse tame time 
the Iteginntng and end of a territory, of a city.. Very elementary 
things MM happening in this place: rise hori&m back t/tenr* tJte 
existence oftlte tea and iti struggle, men approaching to look as the 
unknown from the p*ist us toda% wlten tie continue to look u*itltout 
Iwifil ml lies behind. 

ITic spatial and ovufpfwlogicil continuity of the city and the pon 
was sundered in the course of history. The modern Mediterranean 
port* which emerged aiound the middle of the lVih century, bey^an 
to break away from ihe city and set itself up as an auiuiiumouv 
bndwapc cumttuded with functional loi^c* 
Tlie port is not only subject to the changes imposed on it by the 
technical innovations involved in it* very construction and in marine 
transport, but also to the cultural transform* num that lead the 
imagination ot the public To the eyes of those who look at it, it will 
carry the accumulation ot all thi» external and internal experience. 
Ihc works to change the use of the old pon space* ol Spain, 
which have been so frequent since the l*W0s» should have 
gathered together all this wealth of memory and imagination 
concerning the sea and incorporated it into the form and 
significance of the new port spaces and architectures, in a 
dialogue between the timclcssncss of the sea and the memory* of 
mankind that brings toccther works as far apart in lime as the 
Creek icmplc of Sunion and Cc*ar Pbncb's cemetery ar 
FtnisicnCi 
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Gastrin Bachclard sosticnc que la imagination no es la facultad tic 
formarsc imageries dc la real i dad. csto consrituyc cl mundo dc lo 
percibido* para cl la imaginaci6n construye imigencs dc lo 
invisible* De c* modo cl imaginario percept ivo « modifica al 
cstar influido por lew camhios culiuralcs* miemrns dc otro 
imaginario- que Bachctard llama creauYO- penenece at interior del 
alma humana y liundc mis raiccs en los origenes rcmutos de 
nucstra cultura* En este scutido* cl filosofo francos nos propone 
una interpretation del paisajc muy difcrentc del fundado en la 
representation, como escribe en El Agua y At) Sueftos; La atracctin 
del paisajees un amor que esta fundado en otra parte. Materia* 
como cl agua desencadenan un imaginario que tienc su origen en 
un fondo humano primigenio. 

Sin embargo para Bachclard, cl agua del mar y el agua dulec 
induccn distinros imaginario*. El agua dulcc dc una fucntc o dc 
un lago, nace o crccc, cienc forma y memoria; en cambio cl mar 
no ticne ni forma ni memoria: ambas sc las da cl pucrto. 
El 'agua duke es la lYrdadcnr agua mfttca. escribe Bachclard> pero 
anade que cl agua del mar tienc tambicn su propia mitologfa pcro 
enraiuda mas en cl rclato que en la materia: la primera experiencia 
del mar pertenece at orden de los relator dice en b obra cicada. 
Sin embargo la lamina dc agua dc las amiguas dirscn&s portuarias 
mediterranean construidas desde mediados del stglo XIX nos 
rcmiten a un lago cuyo cspejo dc agua refleja la ciudad y la 
duplica. La lamina dc agua porruaria de este pucno decimondnito 
sc contigura por una cstrucrora de dos diques, uno a Icvantc y 
otto* el conrradtquc* a ponicntc. Este modclocs muy comun en 
pucrtos como Tarragona, Alicante* Almcrfa y Malaga. 
Esta gran Umina dc agua que aparcce frcnte a la ciudad 
constiruint un vcrdadcro acontccimicnto para los ciudadanos. y 
excitant sus cmocioncs e imaginario. Como debio de ocurrir en 
Alicante donde, en cl ultimo tercio del stglo XIX, sc abrc la gran 
ddrscna interior del pticrlo que con una dimension de 24 Has. 
podria acogcr dentro dc dla la practica totalidad dc la ciudad 
construida en aquel momenio. 

La dirscna del pueno decimondnico sc convicne en un 
especciculo siempre difcrentc. El pueno es un lugar donde sc 
mira, es una csccna de arquitcctiiras climcras sobrc cl limirc fijo 
de muellcs CM HIS canities de geometries rotunda*. Como ha 
esauo AUin Corbin: 



Gaston Bachelard sustains that imagination is not the ability to 
form images of reality, as this constitutes the world of what is 
perceived. For him* imagination constructs images of wluu is 
invisible. The perceptive imagination U modified through rhc 
influence of cultural change* while this other imagination, which 
lie calls the creative imagination* belongs to the interior of ihe 
human soul with rooi* that go back to the remote origins of oui 
Culture Thb l ; rcneh philosopher thereby propose* a very 
different interpretation ol landscape to that which is founded on 
representation. 7Xv attraction oftlx landscape n a love that is based 
elsewhere. <« /re writes in Witter and Dreams* Matter such as water 
unleashes an imagining ih.it has its source in the basic baggage of 
the human mind, 

For Bachclard* however, sea water and fresh water call up 
diflereni imaginings. Iltc fresh water of a spring nr a lake is born 
and grows, has shape and memory, while the sea has ncithei 
shape nor memory: both are given to it by the port. 
Fresh water is r/v true water of myth* wrircs Bachclard. bur he 
adds lhat sea water also has its own mythology, although its roots 
lie rather in the tale than in the matter itself: The first experience 
of the sea belong* m the order of tales, he says in the Mine hook. 
I iowever* the sheet of water in the old docks of the 
Mediterranean ports huilr from rhe mid I9rh century onwards 
reminds us of a lake; its watery minor reflects the city, duplicates 
it. Ihe sheet of water in the 19th century pon is shaped by the 
structure of two sea walls, one to the cast and the other, the outer 
one, to the west* This model is very common in pons such as 
Tarragona, Alicante, Almcria or Malaga. 

The great sheer of water spread in front of the city would have 
been quite a sensation for the inhabitants, firing their 
imagination and emotions. In Alicante, for instance* rhe great 
inner basin of the port built in the last third of the 19th century 
covers 2A hectares and almost the entire ciry built up to that time 
could have fitted into Li 

lite dock of the 19th century port became an ever-changing 
spccraclc* The port is a place where one looks, a scene ol 
ephemeral architectures along the fixed limits and emphatic edges 
ol the quays. As Alain Corbin wrote . 

A m-vt/X* along the quays and sea walls, which unit perpetuate itself in 
new u*ayt> expresses the fascination exerted by a scene ivftere 
emhusnunt, activity heroism and misfortune are displayed in a 



El pane a h large de Im mudles y maUconet, que se perpetuarA hays 
formas renomdas. t^pmn la fascinaciin ejerxida por una escena en 
que se dcsptiegan, con especial evtdencut* el cntusiasmo. la aahndad. 
el herolsmo y el infortunio, Escena que se Integra con toda Idgita en el 
viaje cldsito. Altora* fa naturafeza l*a reculado ante el rraba/o del 
l/ombre* que ha modelado la piedra* rehecho los limites asignados por 
Dios aloce*ano. 

El paisajc ponuario nicdiierriineo eonsituido sobrc un suclo 
anifidaldcmucllcsy djfru^ass^cttmplerari con cl equipamicmo 
irquitcctdnici y Jc maquirutria para b carta y dcscarga durante el 
pcriodo comprendido cmrc los 80 del XIX y los 30 dd XX. 
llngbdos, depositor y grrias daran los sjgnos tdentificadorcs y 
ditcrenciadores dd nncvo paisaje, Un paisaje industrial add vex 
mas scparado dc b ciudad a medida que la natural??? dc las 
operacioncs portuarias \o haccn incompatible eon la ciudad. 
Sin embargo los hahitantcs dc la ciudad ponuaria vcrin esc paisaje 
industrial Oomo una fucme dc riqucza y hienestar material 
presente. unto en cl ii y wnir dc los vdcros y vaporcs. como en 
las humeantcs miquinas dc vapor que circulaii junto a los 
primers pascos nMritimos. como la Explatuda dc Alicante* 
proyectada por ingenicros portuarios en torno a 1916.KI pucrto 
moderno, como un puenre dc hicrro o la IstaciAn dc Pcrrocarril, 
es un potent c inductor dc imaginario dc pmgreso. un senrimienro 
que ligaba, en las mcntalidades decimontfnicas. los avanccs 
trxntcos con el camhio moral y la cspcran/a dc la humanidad. 
La cpoca en que sc maugura la construccirin dd piicrto moderno 
congrega oiras miradas sobrc el mar y sus riheras que no sc nura 
como lugai dc maristnas, origen dc miasmas rrammisoras dc 
cnfcrmcdadcs, sino que se destubren las cualidadcs tctapeuikas del 
agiu del mar, lo que darj lugar «i la Qttgittijfi de loa bifida dc mac 
El pueno resume toda esta nucva cultura sobrc el mar, Ml pucrto 
moderno meducrrinco se coast ru ye sobrc diqucs que pcnciran en 
el mar como bra/os protcctonrs; diqucs que sc co&cn a la ciudad, 
asimilando cl pucrto a una protois que sc imponc a la Hnca dc 
covra rcsolvicndo U impotcnua dc Id hombrcs frcntc a b 
natundcja. Como ha dicho Gome* de Uano: 
Toda iiuaad iwuni ei una ciudad $eedotutda, eon un mar que la 
carta y la aprieta a la tterm, at mtsmo ttempo que la lanzay efunde 
por las md ruuts marinas, tlpuerro eon su* itngtad&i, pasos 
aduanero^ mttetfef, que enehufan como clawjas* a la tierm eon el 
mar t e/puerro f digo t es la puersa-tomo el ponto es el pucnte- que 
comunka la ciudad visible eon una ciudad invisible fantdstiea. que 
sietnpre es lejana* pr&arru. tgwly distinta* y que se eonsrruye 
discontinuamente a golpes de apariaanes. 
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Las arquitctturas portuaria* dd pucrto moderno fucron 
proyectadas por Ingcrticros de Cainino* que liabian taiido una 
formacion arquiicci6nkj en la Uscucla del Cuerpo en la que 
contfula d conocimiento dc la obra de J.NX,Uurand*Su Prvci* 
fuc rexto tie b asignarura Arquitectura dr*dc mediadov del wglo 
XlX-con cl de los lenguajc* hisroricitras y cclrcricos de (in airs de 
cac si^o. En conwcucncia ea arqtiiicciura es de eomposieidn 
racional y decoracirin exierior de csos tttiloi. El cnlasis decoranvo 
\c cuidari a medida que la obra cstc proxima a la ciudad o cxija 
manirestar nJgun signiOcado concrcto. como solfa ocurrir con la* 
pie/as que albergan a la* Juntas del Pucrto* 
Esuna arquitcaura ftincional proyectada para tacilitar las 
opcracioncs portuaria* con la mayor eficada y ahorro dc tiempo. y 
eso sc retleja en su uimpoiicirin, evtruciura y locaiizad6n en cl 
espacio del pucrto* Dc esie modo csta arquitectura expltca el 
pueno y comribuyc a la corutrucci6n dc esc imaginario como 
rcbto del que hablaha Dacbcbrd. 

Alicante eonsriutfa un bucn catalogo de csa arquitectura del 
pucrto moderno decimonrtnko que w: extiende hasta los pasados 
cincuenta. Dc^racUdamcnte la mayor parte de cse lcg.ido 
patrimonial ba 5ido dembado. 

\m recientes operacioncs dc cambio de uso del pucrto alicannno 
son cl resultado dc la hegcmonia de una logica del mcrcado y del 



parjicuLsrly evident manner. It is a scene that in all lope fits in 
with the clause twyagt. Nature Ita* now retreated before the work of 
man. who has slurped tire stone and remade r/se limits God assigned 
to she ocean, 

Rutli on an arrificial land of wharves and docks, the 
Medticnaiicaii port landscape was completed during the period 
from the 1890* to the 1920s by equipping it with architecture 
and loading and unloading machinery. Shcd>. warehouses and 
cranes provided the identifying, difFercntiaring signs of the ne\v 
landscape. This industrial landscape became increasingly separated 
from the city as the nature of the pOfl operations made it 
incompatible with the city- 

I lowcver. the inhabitants ol the porr c\xy WW a source of pre<ent 
Hches and material wdl-being in this industrial landscape, in the 
coming and going ot the sailing ships and steamers and in ihc 
smoking steam itmhiuc* that ran alongside the firsr sea front 
promenado >udi as the txplatuda in Alicante, designed by the 
port engineers in about 1916, The modem port, like an iron 
bridge or a railway station, is a powerful prompter of imjges of 
progress, which, to the nineteenth century mind* was a sentiment 
that linked technical advances with moral improvement and the 
hopes of humanity. 

The period when the modem port began to be built hroitghr 3 
new vision of the sea and its shorn. It was no longer seen as a 
marshy place that engendered miasmas which transmitted 
illnesses: the therapeutic virtues of sea water were discovered and 
sea bathing became widespread. 

The port summarises all this new culture of die sea. The modem 
Mediterranean port was built on quays rhir reach out into the sea 
like protecting arms, quays sewn onto the city so rhe port is like J 
prosthesis placed on the coastline to solve mans impotence 
against nature, As Gomez de Liano has said: 
All coastal eitiet tire sectioned cities. The sea cuts them off and presses 
them to the land at the same time as it launches tl*em and scatters 
tltem on its thousand routes* The port, wtth its sf/eds, customs posts 
and quap, like the pins of a plug tlsat connects r/v laml to die sea. 
tl>e port, I tay. is tltc door > at the pontes is the bridge * thai 
communicatee tl*e visible city with an invisible fantasy city that is 
always fin near, rfv tame and different and is built discontinuous!)' 
in a seriet oftutbtcn appantiom. 

U 

The porr architectuto of the modern port were designed by civil 
engineers who had received architectural training at the School of 
Civil Engineers. Their training combined a knowledge of the work 
of J.N.L purand, whose Precis was a set text for the subject of 
Architecture from the mid 19th century, with that of the historicist 
and eclectic languages of the end of that century. Consequently 
their architecture is rational in composition and the exterior 
decoration follows those styles. Mute attention was paid to 
decorative emphasis a* the work drew closer to the city or had lo 
display some particular significance, as was usually the case of the 
buildings to house the Pom Authority. 

It is a functional architecture, designed to facilitate die work of the 
port with the greatest efficiency and time saving, and litis i\ 
rcHccicd in its composition, structure and position within the porr 
As a result, it explains the port and helps to construct trur 
inugining-ir-as-a-ialc of whidi Bachcbrd spoke. 
Alicante constituted a good catalogue of such a modern nineteenth 
century port architecture, which continued into rhe nineteen- 
fifties, Unfortunately most ol this heritage has been demolished. 
The recent operations to change the use of rhe port of Alicante 
come from the hegemony of a logk that puts the market place 
and consumption above oihcr considerations (which were not 
even contemplated). I would like to mention two such 
considerations: firstly, the need to reflect on the role that the port 
spaces, freed Irom their use for shipping, should play in the city as 
a whole, particularly in its seaward facade, and secondly, an 
assessment of the extraordinary landscape possibilities that this 



So- 



coruumo por cncima dc otras consideracioncvque ni se han 
conrcmplado- entre las que destacarfa dm: En primer lugar la 
ncce$aria reflexion del papel de los cspacios pomiarios que, 
Itbcrado* de su uso para el trafico portuario, debian dc lencr en el 
conjumo dc !.i ciudad, y en especial dc su lachada maritima; y en 
segundo lugar una valoracirjn de las cxtraordinarias posibilidades 
painjistas que se abren al reencuentro de la ctudad y el mar por 
intermedin del nucno. 

\ >tc cumuto dc lorpcfas* ausencia de sensibiitdad c mituxs 
privados, como no podia scr de otra manera, sc expresa con una 
arquitectura dooladora. Dcsdc la esccnograffa banal dc la *ona de 
Levantc al cantenedor del Panoramis. mcrida con calzador en el 
muclle de Ponicnte. cstas arquitcctur&s no recogen-induso 
desprccian- el semido profundo que sicmpie Ka tcnido la rclacitfn 
de la dudad can el mar y cl pueno. Son arquitcctunu ratinarias 
destinada* a scrvir dc comencdor dc acrividades que se sirven del 
mar y el pucrto como reclamo. En esos nuevos cspacios del 
consume sc deja de ser ciudadano para converrirsc en clicnte. 
Freme a csrc estado de cosas aparccen do* proyccios dc Javier 
Garcta-Solera que nos rcconctlian con csa fachada urbjno* 
portuaria tan maltratada- Uno de cllos ya construido. cs cl 
Embarcadcro, empla*ado como una rrttula cntrc las dos 
alincacioncs del muclle dc casta. El scgundo es cl provecto 
piesentado a concurso dc remodcladon dc la Estaci6n Marftima 
que, dcsgraciadameniCt no rcsulto ganador. 
Hay una rcl-icion enrre esta arquitcctura v la de los ingenicros 
pomiarios de rormacirin rational de los que hemos hahlado. 
Arab as cicnen al mar como protagonisia, y micntras que la mir 
dc los ingenicros cs nctamentc funtional, la dc Garcfa-Solcra cs 
una mirada potftica. Las dos son vcrdadcras y honcsras. 



Open up lor ihccity and the sea to teeiicounier cash other 
through the port 

Such a concatenation of private interests* clumsiness and total 
lath of sensitivity is expressed by a desolating architecture, 
How could it be otherwise? From the banal scenery o! the 
U-yjiuc ur eastern quay to the container of the P&noramis 
(breed into the Ponicme or western quay, none ol the 
architecture reflects (it even dcapises) the profound meaning 
that the city's relationship with the sea and the port has 
always had, This is all routine architecture, designed as 
containers for activities that use the sea and the port as a lure 
In these new spaces tf consumption one Cca.se* it> be a citizen 
and becomes a client. 

Faced with this situation, two projects by Javier Garcia*Solcra 
reconcile one to this much abused pon- urban facade. One has 
ahcady been built: the hmbarcadcro or lucal fern* terminal, 
placed like a knee-cap in the angle oltwxj lines of the shore* 
line quayside. The second is the project to remodel ihe Kerry 
Terminal, which, unfortunately* did not win the competition* 
"I1icte is a relationship between his architecture and that of 
the port engineers with their rationalist training. In both cases 
the emphasis is on the sea and although the engineer* had a 
distinctly functional view while Garcia-5alett s is poetic both 
are honest and true. 

Professor Carmen Jordi ha* written a very beautiful and at the 
same time thoughtful text on the work ol this architect. She 
starts by looking at the interior experience (in both senses* 
mcuphnrical and spatial) and affirms tfmt tlw experience of 




La profcaora Carmen Jordi ha cscrito un tcxto muy hcrmoso, y al 
mismo ttempo reflexive sobre la obra de este arquitccto. En el 
hace un rccorrido desde la cxpcriencUt intertorfen su doble fentido 
metafiricay c*pacial). a/irrnando ipse la experienda dc la 
arquitcctura sc rcaliza y sc entiende, ante todo, dcuie fl interior de lot 
obras t donde aflora el rcgistro sensible del arquitecto ton mayor 
evidenaa* Prrcisarnentc la atttora cnaicntra en la idea dc patio una 
de los invariants de la arquitectum dc este arquitecto altiantino. 
Sin embargo cl Embarcadero csta conccbtdo como una ventana 
abicna al cspejo de agua dc la dirseiia. I j idea de patio recogido, 
con vocaci6n de intimidad, deja paso a la fluid?/ visual, a la 
continuidad que cl cspacto interior del Kmbarcadero produce 
entre cl espacio urbano y el puerto, Sus formas puras y rotundas, 
que parccen qucrcr volar sobre la limina de agua* el unico 
Iragtncnco dc ella que todavia no ha stdo ocupada por pantalanes 
y barcas deporrivas-, nos desuelven In emociiSn dc la mirada 
original sobrc el mar. 



arefnttxnm h realised ami understood almr all in i/ac interior 
of his works, where his sensitive register most obviously surfaces* 
She finds the idea of the courtyandj to be one of the constants 
in the architecture of this Alicante architect. 
However, the Hmbarcadeiu building is conceived ai a window 
that opens onto the mirror of water in the basin. The idea of 
a secluded courtyard* designed to be intimate, gives way to 
visual fluidity, n> the continuity that the interior of this 
building sets up between the utban space and the port. Its 
purr* categorical forms, which seem to want tu fly over the 
sheet of water (the only fragment of it that lias Ml vet been 
occupied by jetties and leisure craft) give us back the emotion 
of the original view over the sea. 

I found it interesting to look at the ground plans for some of 
the projects carried out in the port of Thessalontca tn 1997, 
to which both the programme and ihe siting of the 
Kmbarcadcto arc related. 



Me hi paiecido intcrcsantc tract las piantas Jc alguno dc los 
pmyeaos que sc icali/aron en cl pucrtoTcsalonica en 1997 y con 
I. is que cl Embarcadcro dc Alicante csta rclacionado en cuanio a 
programa y cmpla&amicmo. 

El concurso dc proyecto* pan la rcmodclacion y ampliacidn dc la 
Estacion Marftimadc Alicante *c propusosobrc unaobra 
proyectada en 1959 por cl Ingcniero dc Caminos Pablo Sufax, 
autor del dcrribado edificio-para poder corauuir un 
jpjreamiento- dc la Junta del Puerto y Comandancia Maifttma en 
b I'luadd Mai. Uarquitcauradecstc ingcniero *e inscribe en Ij 
tiadici6n racionalisia dc csa profesion en la que. como dcciamos, 
lo escneial cs la funcion y la construct ion, micntras que lo* 
motives decorarivos y uatamicmo de fachadas son el restitutio del 
"gusto" personal del autor. Esta obra junto con la estacion dc 
Autobuses! 1 944) del arquitccto Felix de A?ua. son las mcjorcs 
obra* dc arquitectura cstructtiral dc hormigon en Alicante en los 
aAo* 40 y 50 del siglo XX, 

la Estacidn Marftima estaba proycaada para respondcr a una* 
exigencias de iraropot te naval que giraba en torno a barcos que 
hadan la ruta Alicante- Balcarcs y que tenfan apenas unas decenas 
dc mctros dc eslora. Ahora. CtUfttlQ atun de*pue>, ba habido un 
notable cambio en CHLS dimensioned, lo que imponc una nucva 
cscala en la arquitectura para cstc tipo dc instalacioncs y scrvicios 
portuarios. Estc era uno dc Ins rctos mas attactivos del concurso: 
Como rcsolver cl conflicro de cscalas cntre una picza del 
pairimonio arquitcctonko ponuario proyectada para aqudla 
escala y las nucvas exigencias para barcos que no suetcn bajar dc 
200 meiros de cslora. 

El proyecto dc CSarcia-Solcra sc inscrra en una propuesra dc 
remodclacibn de code cl muelle 1 4 en dondc sc encuentra 
cmpla*ada la Estacidn Mariiima. Es un cnlbquc corrccio que de 



Tlic competition lor project* to remodel and extend Alicante* 
Feiry'lctminal concerns a building designed in 1959 by a civil 
engineer, Pablo Suirc?. who also designed the Port Authority 
and Marine Authority building in rhc Pb/a del Mar (since 
demolished to make way for a car pails). Suarcz s architecture 
is in the rationalist tradition of his profession: as mentioned 
above, what is essential is the function and constntction while 
the decorative motifs and treatment of the facade* arc a result 
ol the designer's personal tastes* This building and the Bus 
Station (1944) by the architect FcHixdc A/ua arc the best 
works of concrete structural architecture in Alicante from the 
1940s and 19505. 

The Ferry Terminal was designed to mccr the needs or the 
shipping ot the time. Iliis revolved around the boats rlui 
plied the Alicante- Balearic* route, with a length that was only 
mcaSUIxd in multiples of ten. Forty years later, the length of 
the shipping has grown considerably and a new scale U 
required of die architecture for this type of port installations 
and services. How in solve the conflict ol scale between a 
building that forms part of (he ports architectural heritage, 
designed on rht former scale, and the new requirement* of 
ships whkh arc seldom less Than 200 metres in length was one 
of the most attractive challenges of the competition* 
Garcra-Solcra's project included a proposal to remodel the 
whole ot quay 1 4 where the Perry Terminal is located. This is 
a correct approach. Had it been carried out it would have 
united and given coherence to the whole area, unlike what is 
now happening in the port of Alicante, where works arc being 
carried our sporadically, in isolation, generating a highly 





habersc rcabndo hubicra dado unidad y cohcrcmia a toda esc 
irea, al commrio de lo que eata ocurriendo ahora con Us 
actuacioncs en el pucno dc Alicante, que sc produccn 
puntualmentc, aisladas* gencrando un cspacio muy rragmentado. 
Hay que rcsaltar lamhien en et proyecto el mantcnimJcnto dc las 
gnias en su emplazamicnto actual. 

El proyecto que comentamos manrJenc la csrructura original de la 
Estacidn. La planra baja del cdilicio existence, que mantiene 
exento. la dedica a servidos y aparcamtcntos, micntras que en la 
superior sirua el hall de via jcros aprovechando la diatanidad del 
cspacio que permire la cstroctura dc hormigdn armado. Junto a la 
Estacion Marttima se proyecta una gran picza para aparcamicntos. 
conccrada con aquella a travel de una tcrr.ua corrida sobrc la 
darscna. prolongacidn de la ya existcntc. 
Como sc vc en las scccioncs transvcrsalcs. todo d conjunto sc 
proyecta buscando la mirada sobre el mar t sobrc la dirscna o sobre 
c! mar abierto por enctma del espalddn del dique. por donde 
discurrc cl pasco mis hermoso dc la ciudad. pcro su uso cm 
prohibido a los ciudadanos. 



fragmented space. Another feature of rhe project that 
deserves to be mentioned is that it retained the cranes on 
their present site. 

His project retained ilu- original Mructureof the IcnninaL 
keeping the cutting building Iree-standing and pining service* 
and parking in hs gmuitd floor and the waiting room ot\ if* 
upper Hour, taking advantage of the oj>cn plan made pc^tstble 
by the reinforced concrete structure. I le designed a large car 
park building next to the Ferry Terminal, connected to ir by a 
continuous terrace jutting out over the dock, an extension of 
the existing one. 

As can be *ccu in the cross-section*, the complex is designed 
to look out to sea. over the dock and over to the open sea 
beyond the sea wall - this barrier has the best walk in the city 
but the public are not allowed to use it. 
The most unusual idea in his project, the one whkh defines it 



La idea mis lingular del proyecto. In que lo define en el paisajc 
pomiario, e* una "pW M dc ruboa de accru inoxidable que envuelvc 
a las dm picza* proyectadas. tnclusu a uno* depositor Mtuados en 
d .-Mit [Fin del mucllc, 

Ewa potent c solucion introduce- ademis de dar una unidad at 
conjunin- una cscala intermedia que articula la del mudlc y diquc 
existent e con la de los grandes cruceros. La gran pamalla de rubos, 
entre los que se dejaria una ligera abertura, al iluminarse desde el 
interior gencrarfa un cfctto visual como c) casco dc un gran buquc. 
Las arquitccturas dc Garcia- Solera construtdas y prayectadas en cl 
pucrto de Alicanie dejan en evidencia a todo lo que *c esia 
hatirndo alii. Li obra dc cstc arquitcao cs cl unico go?o que se 
noj ha pcrmitido en el pucrto, porque cs una arquitectura que 
aso man dust al mar nos enscria a mirarlo* 



within the port landscape, is a 4:m of stainless steel pipes 
that surround* lit? two building and even extend* 10 some 
tanks at ihe end of the quay. 

As well as unifying the whole, this powerful solution 
introduces an intermediate sole that articulates the stale of 
the existing quay and sea wall with that ol the big cruisers. 
Whcn lit from inside, the great screen of pipes, with a small 
opening It-It between them, would create a visual clteer like 
the hull of a great ship. 

Garcfa-Solcra\ architecture for the port of Alicante, whether 
built or designed, shows up everything that is being done 
there. The work of this architect \s the only pleasure we have 
been allowed in this port, an architecture that looks out to sea 
and reaches us ro look at the sea. 
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L Rrtira de Emilia Varefaii&8M951Wei Puerto * Akarte antes de la Guerra CM (1 936-1 939V»ng by Emifo Vareia 11887-1951) ol the port of Mcante 
before the Soantsti CwrfWar. (I93&1939! 

2. Puerto * Wcante. Etfoo de ta Junta del Puerto y Comandancia Maribma. Dentate/Port of Aicwte Port Authority and fdarine Authority Btftog, 
Demolished. 

3. Puerto de Castelldn. Almaceri rehabflado./Port ol Casteilai Rehabilitated warehouse. 

4* Tmglado del Puerto de Alitanle ccnstmdo en lora a )9I6,Derrtoado en la reoente operacfm ce camtM de uso en el area de levante/Sbed n the port ol 
flJKaote Dufl around 1916 Denxtfshed A/tig the recent operations to change ihe use d! tne eastern area o* the port 

5. Puerto de Valencia. Tnglados. Un eiemplo de respeto al patnmono arqutectdmco portuarKyfryt of Valencia. Sheds. A examcfe ot respect for tne 
architectural heritage ol the port. 

6. FWrto de /Acanle, Estado actual de la darsena rrtenor-/Port ot Ascante. Current state ot the inner &ek. 

7. fterto <te Akarte. La nueva 2ona de levanle/Port ol Alicante. The new easier area, 

8. ftorto de TesabfKk Proyecto de Afcaro Stz^Port of ftessaloraca. f^oyecl by Akaro Sua- 

9. Jauer Garc*Solera. Proyecto de Embarcadero, EmpEazarrierbyJa^er Garcia-Solera, Local ferry terminal protect Site. 

que se produce entre el Parque de Canals, a la derecha, y e! pasec de la darseia La superfoe plana Que se observa entre la carretera y el puerto es la 
cutierta de un aparcamiento/Port o' Afcarrte h the foreground, Garcia-Solera s Embarcadero (local ferry terminal!. In the distance, the Panwams and the 
Regatta Club* It «« be seen that there is a rack* segregation belwen Capias Part, on the ngW f and the dock^de wA The Hat surface between We 
road aixi (he pat is the reel of a car park. 

10. Puerto de Tesafcnca, Proyecto de Mano BotEvPort ol TbessafcxKa. Proyeci tri Mar» Bona. 

1L Puerto de Tesafcftca. Proyecto de Enrwe MtralevPort of Thessalonica Proyecl by Errique MraBes. 

12. Merer actual de la rave supenor de la Estac*bn Marrtn^f^esent ittenor ot Ferry lemwal upper storey. 

13. Estactin Martma- Seccon del proyecto ongr*atferry Termnaf Section of the original project 

14. Puerto de Afcante, En primer temwo el Embarcadero de GaraJSolera- Al todo el Pawamts y ei Club de Regatas. Se puede observar la fade* 
segregacibn que se produce entre e) Parque de Canateps, a la derecha, y el paseo de la darsena. la superficie plana que se obseiva entre la carretera y e* 
Puerto es la cubierta de w aparcamlento/Port of Alicante, h the foreground, Garcia-Soiera's Emtercatero Meal terry ternwaft In the distance, the 
Panoramis and the Regatta Club. It wfl be seen that there is a radical segregaton between Can*jas Park on the right, and the dock-side walk. The flat 
sirlace between the road and the port is the roof of a car park 

15- Pwrto de **carte< Fachada a b darsena del Panoramft/?cM of Alicante facade at the Pawarm dock- 
16, Embarcadero/local ferry terminal 





Amphibious living 



Hans Venhuiy.cn 

Amphibious living it housing that is optimally adjusted to (he conditions in cvciy way, not by forcing 
these condiuons, bin precisely by responding as much as possible to ihc special qualities of these 
conditions* The province of South Holland is dominated by water in all of it* physical foam, 
whether it is clearly recognisable as water or in disguise. If often looks like land but actually contains 
a higher proportion of water than solids. It U also known as thick Mm 

The idea of amphibious living as a response to this arose some two years ago in Gouda during ihe 
project The An of Settlement' that I organised there. The Amphibious Living Foundation that 
emerged from that project initiated a competition which eventually coincided perfectly with the 
South Holland project The An of Creating Water' carried out by Kunstgcbouw, 
Large tract* of the province of South Holland are so marshy that roads, seweri, and even gardens and 
whole parks anr constantly subsiding, Gouda has roads that arc raised year after year, sometimes 
acquiring a thickness of no less than eight metres in the process. Future archaeologists will be pu/jlcd 
when they discover this system of mad walk. 
A Park on Foundations 

in the last few decades there was every reason 10 avoid marshy locations when it came to building. 
The more stable and sandy ground was huile on first. But in South Holland there h no more good 
building ground left, <u precisely the moment when an enormously ambitious construction 
programme U being implemented under the name of VINfcX. 

In marshy areas it is usual to spray a thick layer of sand long before building work starts, in order to 
stabilise the unstable soil as much as possible. This immediately eradicate! all of the qualities of the 
existing landscape. After a couple of yean the building* arc constructed on pites* the infrastructure is 
created, and a landscape architect is invited to devise a plan for the public space that is based a* much 
as possible on the original landscape. The sinking of the ground level starts as soon as the sand has 
been sprayed. An additional metre of soil is required within five years* and the thicker die layer ol 
sand grows over the years, the faster the buildings subside. We are still trying to impose what we want 
on the landscape, 

Building on piles is an attempt to provide a sense of security* an idea that the settlement is firmly 
anchored. And we have acquired plenty of experience in putting foundations under homes in this 
country. The same technique is used for drainage systems, although it is very expensive. Barendtecht, 
one of the local authorities that collaborated on this project* started after it was discovered that a 
sewer had subsided a metre in a weekend through ■** own weight. Constructing foundations for 
roads, car parks, gardens and whole parks is not only an expensive business, hut it is ahuvr all a 
ridiculous one. After all. whar security docs it offer if your house remains at the same level while the 
whole environment subsides beneath it? 
Amphibious Dynamic* 

Besides the enormous building programme, the feet that good land has run oui. and the growing 
interest in nature, the environmenr and the qualities of the landscape, another theme plays an 
important pan as well: the redefinition of the culture of settlement. The technology of spraying sand 
and driving piles which is thought to be so solid is growing more and more foited, precisely when it 
is flexibility that is called for. 

Moreover, the technology is already there for amphibious living. In many places streets and even 
gardens arc constructed on polystyrene foam and floating houses arc launched. But these techniques 
are still mainly used for traditional forms of housing. Amphibious living combines all these 
techniques to produce a result that is more than the sum of its parts. 

Besides the technological ecological and design aspects of working with water instead ol against it, 
this project has also brought to light the legal and political prior conditions for amphibious living. 
But above all amphibious living has proved to be an attitude. It has become a plea to abandon the 
compulsis'c control of the water through fixed water levels and high dykes, a plea to allow climatic 
influences, tides and seasons. Amphibious living is a plea for the ultimate control ol a constantly 
changing landscape, not by imposing our will on the landscape, but by responding as far as possible 
to the qualities of a dynamic relation between land and water, an amphibious dynamics. 
Competition and Implementation 

What this can produce is shown first of all by the submissions to the competition. Amphibious 
proposals were submitted in three categories at every level of urban development - from complete 
delta plans to allotment cottages, The first two categories were open to professionals, while the third 
welcomed submissions from everyone who was interested in the competition, irrespective of training 
or skill. The first prize in the latter category is named after the super amateur* Willem Bos, who in 
the past exerted an important influence on planning from an unexpected angle and in a spontaneous 
manner, as in the discussion of the high-speed train line. 

However, there was more than just the competition. In the second part of the project, the most 
suitable ideas to emerge from the competition were elaborated for various locations in the province of 
South Holland* Generally speaking, designers arc used to starting from a specific location and the 
way in which rhe qualities of that location arc related to one another in a unique way. This often 
leads to designs that are extremely suitable for the location for which they were designed, but from 
which it is not easy to distil the creative ideas that might work well in other locations too. The 
Amphibious living Cnmpcririnn and the subsequent implementation project reverse this situation. 
The competition provides a range of opportunities for original ways of tackling spatial planning in 




La vida anfibia 



Hans Venhutzen 

La vida anfibia cs U vivicnda que sc ajusta dc forma dptima a las condicioncs en cada particular, no 
for/indolas sine precttamenre, respondiendo rn todu lo posiblc a las alidades concrctas de las 
mismafr* La provincial dc Holanda Meridional csri dominada (Kir cl aguj. en tudas sus furmas ttsicas:, 
ya sea rceonociblc cumu agua « enmastarada* A menudo lo que parccc ficrra eontienc un mayor 
porecntajc dc agua que de sdlldn*; rambicn rceibc el nombtv dc "liiick water", agua csjvesa. 
La idea de L vida anlibia cumo rcspucsu a csras circunsiancias surgiti hacc unos do* anos en Couda 
end tran*ciir*o del pniycao "The An of Settlement" [El arte del aseniamienro) que organic^ en 
dicha ciudad. I ■ Amphibious Living Foundation (hindaaon pata la Vida Anlibiaj que aurgirt a panir 
del mismn puso oi mardia un concurso que con cl itempo vino a coincidir pcrfcaamcntc con el 
proyctto dc Holanda Meridional dtnuuiiiiado "llic Art ot 'Creating Water" |FJ arte dc crcar agua). 
dcsarrollada por la KutiMgchnuw* 

Grandes cxtensiones dc la provincia dc Holanda Meridional son ran pantanosas que cauctcras, 
aleantarilbs e inclwo iardincs y parqucs cntcro* sc hunden umiinuamcnce. Gouda liene callcs que 
hay que etcvar aho iras aho. de forma que algunas llegan a tener un espesor dc nada menos que oeho 
metres* A to* arqucdlogos del futum les dciarin pcrplcjos esto* vialc^muro, 
Un parquc sobrc cimicntos 

Durante las liltimas decida* hubo ra?j>nes mis que suluricntcs para eviiar los cmplaumicnto 
pantanosos a la bora de consiruir. Los sudos mis esfahlcs y arenosos fucron los primcros en cdificarsc. 
pcro actualmcntc ya no qucdan bucntw icrrenos para la conMrueeittoi en Holanda Meridional, juuo 
en cl niomcntu en que sc esti ejenjundn un programa de edificacuSn enormemente amblcioso, 
denominadoVINIiX, 

En las zona* panranosas, habtrualmcutc sc aplica a chorro una grucsa capa de arena, mucho tiempo 
antes del comicn/o de las isbra* t con el fin dc cstabilizar en lo posiblc la poca consistencia del tcrrcno* 
En consccucncLi, indas las calidadcs del paisaic prccxisicntc desaparecen inmediatamente* Uno* dos 
aih» mas tardc los cditicim sc con Mm yen wbrc pilot u se crea la infiacsiruuuni v sc invita a un 
arquitecto pais^ji.su a crcar un proyecio para el cspacio publico, baudo al maximo en cl paisaic 
ordinal. El nivel del suelo empic/a a bajar en cl momenio de aplicar la arena, a los cinco afio* es 
prcciso aplicar una nucvacapadc ricrra de un metro de espesor y cuanio mis trece la capa de arena 
con cl paso dc k* anw, mis ripidamemc sc hunden los cdificios. Y todavia prcicndemos imponcr 
nucstra* propias deseos al paisajc. 

La cvn>u«e<jion wbrc pilotis busca dar una senwiftn dc seguridad* b idea dc que cl asentamtenco 
csti sdlidamenic andado* Y en csre pafe hcnios adquirido mucha expetiencia dc poner cimientos 
debajo dc la* vivicndas. A pesar dc su devadfeimo costc, la misnu tceniea sc emplea para las redes dc 
alcanrarilbdo> Barendrcchi* uno de los tnuiikiptos que colabord en csre pmyecto. se intereso despurs 
dcdcscubrirqueunaltantarilliidost*l>abfa hundido un metro cu un solo Un de scmana, porsu 
prnpio peso. Construie cimicntos pam callcs, pricings, jardincs y pan^uo emcros no solo cs muy cam 
aino, suhrctodn, ab^urdo* En fin de cucnias. ;quc seguridad sufvone el que la easa permane/ca a una 
muma altura si el medio entero sc esti hundiendo debajo dc clla? 
Dinimica anlibia 

Imlcpcndientcmemc del enormc progranu de comtmixitto. el hecho dc habcrse agofado los tcrrcno^ 
bucnosvclctccicnteinicrespor la naiuralc/a. el medio ambience y las cualidades del |>aisjic» otro 
lema jucga un papel imponante: la redenokion dc la culiura dc asenramicnux Ij tccnologw de 
aplkar arena e hincar piloris. condderada ran solida, sc hacc cada w/ mis for/ada. prcciumente en 
un momenio que requicre flexibilidad. 

Adcmis, la recnologfa paia una vida anfibia ya cxistc. En muchos lugarcsse construyen callesc 
induso jardines sobrc cspuma de poliesiireno y sc botan vjvjeuda^ lloumcv Sin embargo, esr« 
tecnicas lodavfa sc cmplcan mavormentc para las tipologias iradieionale?* de la vivicnda. La vida 
anfibia combina lodas evtas tccnicas para llegar a un rwulrado que conuttuyc algo mas que la suina dc 
sus panes > 

Adcmis de los aspeaos recnolAgicos, ccologicos y piuycaualc* dc irabajar con y no contra cl ftgllfc 
cstc proyecto utnbi(fii ha sacado a la In/ las condicioncA previas, legates y polfricas, para la vida 
anfibia. Pcro* sobre todo. la vida anfibia lu resuhadu scr una acrirud- Sc ha eonverttdo en un 
Uamatnienio a abandonar cl control compuUivu del agua a tiaves dc altos diques y niveles de agua 
fijos. un llamamicmo a actptar los agentcs climitico* t las marcas y Us ewacioncs. La vtda anfibia 
rcivindtca que el definirivo control de un paisajc siempre eambiante so ckrw, no medianre la 
imposicidn dc nuestra vol un tad sohrc cl paisaic, sino rc^pondicodo en lo posiblc a las cualidadcs dc 
una reladon dinamka cntre ticrra y agua* una dinimica anfibia* 
Concurso y cjccucion 

Las poiibilidado dc esie planicamicnro lat dcnuicstran en primer lugar los pinycaos presentadas al 
COncurMi. Us propuestas anfibias Sc prcScntaron en tres categprias para cada nivel de desarrollo 
urbano. desdc planes para la delta entem hasta casitas dc Imena. Las do* primeras cacegorias 
correspond/an a los profcMOnalcs, cl rercero inviiaba a cualquicr pcrwna con imercs por el concurso a 
parricipar. indcpcndicntemcntc de su formacirtn o hahilidadcs. El primer premio en csia ultima 
catcgoria IIcvm cl nombre del "supeiafictonadu" \y/tllcm Bro. quicn en cl pasado tuvn una imporumc 
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marshy conditions* The mow suitable solutions arc then applied to a 
number of locations in ilic province of South Holland where marshy 
territory plays a major, if not (he major part. The proposals arc then 
adapted to the specific qualities of these locations* 
Each of the three team* (hat have drawn up plan proposals from the 
results of the compel in in consisted of a core o( tswi :<■ rsom ■ an 
implementation manager (someone who is familiar with the field of urban 
development)* and a concept manager (someone who is able to preserve 
the qualities of a proposal during the process of convening the idea into a 
plan). These managers do not act as designers themselves, but they 
optimise the drawing up and implementation of the plan, ihcy act as 
intermediary. as the diplomat* of the optimal plan. The core team is like a 
simulation ol the project developer, but this project developer i> not out 
for material gain hut for an optimal 'settlement culture wirhin practical 
limits. The plan proposals an: put together in collaboration with the 
^elected entrants to the competition. 

Finally, on every location these plan proposals are pur to a forum of 
expert*: residents in the different local authorities, as well as urban 
planners, administrators, waier specialists and pmfcci developers, I heir 
icactioas, queries and remarks on amphibious living are also included in 
this publication. 

Amphibious listing display* many ways of reacting to the conditions in 
marshy areas and areas affected by tidal movements. It is a contribution to 
changing the culture of imposing force on nature into a culture that 
responds as far as possible to the qualities that are already present. This 
makes it a call fot an spatial planning aimed at continuity, 



intluenda sohrr la planificacion, dc forma ^spontanea y desde una 
percpecriva inesperada. como en el debate sobrc el tnrn dc aha vclocidad. 
Sin embargo, cl concurso no fuc tudo. En la segunda lase. las ideas mis 
adctuadas. icsuhantcs del concurso, fueron elaboradas para distintas 
ubicacioncs en la provincia de HoLinda Meridional. Hn general, los autorcs 
de proycetos estan acostumbrado* a trabajar a panir dc una ubicacion 
concrcta y de la forma concma* unica. que asume la i titer iclac ion cniic las 

distinras cualidadcs de la misma. A menudo, los proyectos roultan rnuy 
apropiados para la ubicacion para la cual cstaii pensados, peto no cs Facil 
dcsiilar de ellos las ideas crcativas que podrian dar buenos rcsuttados en 
otros lueares tamhicn, FI Concurso dc la Vida Anfibia y el consiguientc 
proyecto dc qccucion invicnen csta situacidn, U concurso brinda una 
gama dc oportunidades para formas origmales de abordar la planificacidn 
tcrritotial en conditioner pantanosas. A conrinuacion, las solucioncs mas 
adecuadas se aplican a una scric dc ubicarioncs en la provincia de Molanda 
Meridional, dondc el protagonismo dc los tcrrenos pantanosos es elevado o 
incluso prirnonjial. pasandu a adaptar las ptopuotas a las caiactcristicas 
espcclftcas de tada tugar, 

Cada uno dc los ires equipos que ban rcdaaado propucstas dc plan a 
panir de los rcsuhados del concurso se componc de un rnScIco dc dos 
pctsonas: un director dc cjccucion (alguien familiairxado cun el carnpo iid 
dcsarrollo urbanfstico) y un director de conccpto (alguien capa? dc 
conscrs^ar las cualidadcs dc la propucsta durante cl proccso de convert ir la 
idea en plan)* Estos dircctorcs no rcdactan ellos mismos cl plan sino que 
opiimi/an la redaccidn y ejecucirtn del mismo, actuando como 
imcrmediarios, como diplomiticos del plan optimo. EI mjclco dd equipo 
cs como un siraulacro del promotor* solo que cstc pmmotor no pmiguc cl 
lucm sino una "cultura del ascntamiento' , optima dentro dc los limitcs 
price jco v. lm planes propucsios se clahoran en colaboracion con los 
ouncurvantcs clcgidos. 

Finalmcntc, en cada ubicacion los planes propucsios se somctcn a un foro 
de expenos que incluye a residentcsde Ins disrintos municipiosadcmasdc 
urbanisias. admin istrachSn. ingenicrov hidraulicos y promotorcs. Sus 
nracciones. dudas y comemarios sobre la vida anhbia ramhlcn se irtfluvcn 
en la publication* 

1 j vida anfibia dcsplicga muchas mancras dc rcaccionar ante las 
conditioner de las w\m patuanosas y las zonas afectadas por d 
movimiento de las marcas. Constituye una aponacion para camhiar la 
cultura que imponc la fuerca a la naturalcra por una cultura que rcspondc 
en lo posible a las cualidadcs prccxistcntcs, I'or cllo, cs un llarmrnicmo a 
una planilicacton tcrritotial que aspira a la continuidad, 
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I j urea encomendada al roller iuc h rcdaccidn dc un 
proyccio para un ambicntc anfibio domic itivicran eabida 
ditiintas luntioncs {como la vh/ienda y la naruralcza)» en 
consuruncia con cl plan cstnictural dc la region* cuyos 
objciivcH incluycn: ""Entrctcjcr al miximo cl dcsarrollo 
natural y paisajistko con los usos rccrcativus y la 
urbanization (ligcra)". El nuclco del proyecto elaborado 
por cl taller cs una "zona anftbta", literal y 
rigurarivamcnic, que no sc oponc a la naiuralr/a humnjj 
dc la *.ona sino que la convicrtc en cl punto dc panida 
para crcar uu paisa|c micro y sugcrctitc en dondc vtvtr y 
disfrutar dc los momentos de ocio, Esta zona anfibia sc 
cucucutra en medio dc la localidad dc Barcndrccht. 
El irca y la forma dc utili/ji I . para viviciula* y ocio 
cambiaran cuntinuamenic con las csucioncs * y con los 
anos - dc modo que no cabc dcvciibir un rvsuludo 
definitive y csriiico. Dado que la naturalcza y el ocio 
prcdiuninariii en la uma anirbia, sc lirnitari cl numcto dc 
viviendav anfihia*. Fn lugar dc vender cl suelo, sc 
otorgaran pcrmisos para amarradcrot; (pod/fan set 50 en 
tin primer momento). Dcntm dc csta* natricrinnes, los 
fctidcntcs disfrutariti dc una gran libctiad, Podrin elegit 
li uhicaeicm que descan. solos o en grupo. Gundo subc 
suficicntemcmc cl agua, podrin trasladar la vivicnda. Sin 
embargo, csta libenad exigc que los rcsidcnrcs cstcn 
dUpimuu a adapiaric a la> circumUnciaA \\\t .l>i.i-. Aunquc 
hahrd paiarclxs tlotanrcs y sc consen p arin los vialcs 
cxistcntcv no sc consnuiri ningun vial nucvo. 
Habri trcs tipov dc vivienda, Ija vivitnda* acuiiicas llotan 
en cl agua mis profunda. Las vivlcnda* anlibias, dc poco 
calado. sc ubican en la zona enire la licrra y d agua, por lo 
tan to poteen una menor movilidad. Im vivienda* "libera*'* 
lienen un empla/amicnto lijn en ticrra scca* Los residentes 
podrin encargar un proyccio propio o clcgir *u vivienda 
en un catilogo. Las condtciones que deben cumplir las 
viviendas visan sobictodo a su durabtlidad. Las vivtendas y 
la vida que se dcsarrolla denrm de clU* deben ser en gran 
medida auiosulicicmc» y aut6nomas (aunquc 
probablcmcntc no scni po*ibtc preseindir de un suministro 
de agua potable), y deben quedar en cquilibrio coit cl 
paitajc anfibio (vida autirquica). 




The task given to the workshop w .^. to produce a plan for an 
amphibious cm ironnient in which there would be a place for 
various lunctiom (such as housing and natufe). This accords with 
the regional structure plan* whose aims include: The greatest 
possible interweaving of natural and landscape development with 
recreation and (light) urbanisation. The core of the workshop's 
plan is literally and figuratively an 'amphibious zone* in which the 
wet character ol the area is not upposcd hut taken instead as the 
starting point for a new and exciting landscape in which to live 
and find recreation, llli* amphibious wine lies in the middle of 
the location Rarcndrccht, 

The area and the way in which it is used for housing am) 
recreation will continually change with the seasons - and the 
years. So no sialic end result can be described. Because nature and 
rectcation will predominate in the amphibious /one* (he number 
of amphibious dwellings will be limited. The land will not he 
sold, hut permits fur moorings will be issued (you could start 
with 50). Within these restriction*, the residents enjoy great 
frcrdonv They choose their own spot, alone or in a group. When 
the water is high enough, the dwelling can he moved. Thi* 
freedom means, however, that the residents must be willing to 
adapt to the amphibious cinmmsranccs. No new metalled roads 
will be built, but there will be floating pauSs and the existing 
roads will he retained. 

There will be ihrce kinds of dwelling. Hie water dwellings float in 
the deeper water The amphibious duellings have a shallow 
draught and arc located in the w>nc between land and water, 
accordingly they are less mobile. I 'he light' dwellings have a fixed 
place on the dry parts. The residents can have a dwelling designed 
lor them or choose Imm a catalogue* The conditions dwellings 
must meet will relate mainly to their durability. Hie dwellings 
and life ii^idL- them must be largely self-suflicicm and 
autonomous (although it will probably not be possible to do 
without a supply of drinking water), and they mtur he in 
equilibrium with the amphibious landscape (autarkic living). 
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Biblioteca del colegio Wenzheng 
Universidad de Suzhou, China 
Library of Wenzheng college 
Suzhou University. China 

Wang Shu. Toog Ming, Lu Whcn-Yu 
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La bibboteca est£ ubicada en Souzhou, una ciudad jardin del sureste de la China. Sin embargo, aqu ' la palabra "jardfn tiere un 
significado concrete porque se refiere a una tipotogia especial de la jardmerfa tradictonal china. Aunque existen distintas vanantes, el 
etemo tema de esle tipo de actividad jardinera. que alcanzd su mayor esplendor durante las dinastias Ming y Qjng, e$ el de propiciar la 
vwencia en un paisaje de montanas y agua. Este concepto con$trtuy6 el trasfondo especulatWo del arqurtecto a la hora de proyectar la 
biblioteca. 

La parcela esta respaldada al norte por una colina cubierta de bambues y su limite mendional se asoma a un (ago, creado medianle la 
remodelac»6n de una escombrera de ladrillos. El terreno este situado sobre una pendente orientada de norte a sur con un desnwel de 
cualro melros. Estrecha en direction norte a sur y bordeada por el agua en direcodn este-oeste, la parcela posee una geometria larga, 
estrecha y sinuosa. 

Segun la tradition de la jardineria china, un edifrcio siluado entre una colina y un cuerpo de agua no debe destacar demasiado. De 
hecho, casi la mitad del cuerpo de la tublioteca se ubica en semi s6tano y visto desde el norte el edrftcto de tres plantas parece tener 
solo dos. El volumen principal tlota encima del agua. pertorado en su eje norte-sur para aprovechar la direcci6n de los vientos 
predominates durante el caiuroso verano- Cabe sufrayar que entre la colina y el agua. a lo largo de la ruta de penetration de los 
vientos, cuatro pequenos cubos dispersos establecen un nitido contraste de escala con el cuerpo principal Sm embargo, los camblos 
de escala consbtuyen la esencia de la lardmeria traditional china* AqueHos pequenos cubos quizes tengan mis relevance desde el 
punto de vista intelectual. Por efempto, el pabeildn que se erige en forma de cubo sobre el agua - la said de lectura de poesta y filosofia 
de la biblwteca - consttuye un mirador desde el cual un intelectual chino observa el mundo en que vive, un mirador sobre el equiiibrio 
entre el hombre y la ecotogla natural- 



This library is located m Souzhou, a garden city in Southeast China* But the term " garden" has a specific meaning here- It refers to a 
special form of traditional Chinese gardening. Although rt has several kinds ot variants, how to help people live in a "mountains* and 
"water" landscape is the eternal theme of this kind of gardening activity which reached its acme in the Ming and Qmg dynasties. This 
formed the speculative background when the architect did the library design. 

The site sits with a hill back lo the north covered with bamboo and faces a lake to the south, which is remoulded from a waste-brick 
yard. The srte slopes down from north to south with a superelevation of four meters- It is narrow in the north-south direction and 
bounded by water in the east-west direction. So it forms a long, narrow, winding shape. 

According lo the tradition of Chinese gardening, a buttding between hill and water should not be too prominent. Actually almost half of 
the library volume is located semkjnderground. The three-level building looks like a two-level one from the north. The main volume floats 
above the water and is penetrated in the north-south direction, which is the dominant wind drection in the hot summer, it is worth 
pointing out emphatically that from the hdl to the waler t along the penetrating route, four scattered small cubes form a distinct contrast 
in scale with the main volume- However, interchangeable scale is the essence of traditional Chinese gardening. Maybe those small cubes 
are more important from the literati's viewpoint For instance, a pavilion like a cube above water, the 'poetry and philosophy* Reading 
room in the library, is a standpoint from which a conventional Chinese person of letters observes the world he or she is living in and a 
standpoint of balance between man and natural ecology. 
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Caseta de los vigilantes de puentes + Paisaje portuario. Rotterdam 
Bridge watchers house + Quay landscape. Rotterdam 
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Desde finales de los 80, una vez trasladadas las (unciones poriuanas al puerto de contenedores, Rotterdam ha estado planificando y 
eiecutando un nuevo distrrto urbano. A contrano del Docklands de Londres, el proceso se triicid con una importante inversion en 
infraestructuras (El Puente de Erasmo), en ambienle (la sede de la naviera Holanda-Amfrica se transformo en el Hole) New York) y 
Norman Foster redacts El Plan Director para torres de oficinas en el muelle Wilhamina. Paraietamente a estos grandes gestos, se presto 
atencion tambien a una escala mas modesta, a espacios pubiicos como el nuevo muelle sobre el cual desemboca el Puente de Erasmo. 
Ba|o el aspecto sencillo de un programa de construction para el control portuano, uso publico de los muelles y un futuro restaurante, 
subyace un complejo entramado de detalles: narrativos. urbanisticos y de ingenieria. En primer lugar habia que consbuir d 
emplazamlento, una plataforma de hormigon prefabfKado soportado por unos pilotes en el agua. El desplazamiento aparentemente 
mtencionado de las patas de la Caseta de los Vigilantes de Puentes (Bndgewatchers House) y la Columnata de Acero es, de hecho, la 
consecuencia pragmftica de la ubicacidn de los pilotes de sustentacwfr. 

Una rampa de basalto salva como una al'otnbra la drferencia de cota de 1.5 m. entre el nivel de la caile y el muelle, donde se pliega en 
el agua (crcando una viga que cruza enama de) tunel subterraneo bajo el agua). Sobre esta alfombra. a modo de grua. se eleva una 
uga de acero de 70 metros de longitud lormada por dos perfiies en U con una pasarela peatonal entre ellos. Un borde urbano, 
suspendido, enmarcador, que eleva los visrtantes a un mirador prrvileglado* El muelle es una secuenoa de estaciones, perspectivas 
construtdas, conexiows a distancia (hacia el perfil urbano de Rotterdam) y encuentros intimos. Las (ormas cbnicas, tales como la 
expansion del extremo de la columnata, son maquinas que crean perspectivas, que se pueden atravesar pero que en ultima mstancia 
rechazan la conclusion unica del loco clastco* 

La mision de la Caseta de los Vigilantes de Puentes es la vigilancia: desde una altura de 12 melros (la altura de los ojos de un capiten 
de barcot observa otra mSqutna de mirar, otro forma conica. Una planta para la electrtinica (ordenador - radar), otra para los que abren 
los puentes (coreografos del no). El angulo de la fachada principal, blanca. olrece tnbuto a Erasmo, la trasera, negra, se funde con la 
platafonna en que se ubica. Una tercera mascara, la lachada al sur. de ladrillo amarillo, se reduce a un unico fuste, otreciendo vistas 
panorSmicas det hohzonte urbano en la distancia. Los vigdantes de los puentes se elevan sobre una superficie de inscription, el granito 
del propio muelle como portador de todigos. La altura sobre el nivel del mar {de suma importance en Holanda) y los numeros 
abandonados de este muelle relirado del servicio (sin buques) estan esparcidos en forma de incrustactones de acero tnoxKlaWe entre 
una fuente. sillas de Pescadores y un rompecabezas numerico (respuesta: 15). 

Este Jardln de los Niimeros PerduraWes encuentra al otro lado del puente una respuesta electronica, postenormente ensombrecida por 
la torre de Renzo Piano. La Torre de los Numeros Moviles emrte senales que cruzan cl Maas desde sus 5 cajas LEO enjauladas como 
aves cibemet'cas. Los numeros son utiles e inuWes: la hora * "0* * la temperatura * un cubo aleatono * la poblacitin mundial (encendrda en 
un extremo como un cigamllol. La conclusion de la narrabva del muelle son cuatro Rocas Electrdmcas blancas, Como un cargamento 
abandonado. estas lormas como "botes* suspendidas y numeradas, funcionan como definklores de territorlo para los que toman el sol, 
los aficionados a mtrar los barcos y. en fechas m^s recientes, para las folografias de bodas* 
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With the removal of harbour lunchons to its container port Rotterdam has since me late 80s been planning and implementing a new 
urban district A process initiated, unlike London's Docklands, with a heavy investment in infrastructure (Erasmus Bridge), atmosphere 
(Holland-America Shiptine becomes Hotel New Yorkl and Norman Foster (Wilhamina Pier Office Towers Masterplan). Parallel lo these large 
statements attention was also pad to the smaller scale, to public spaces like the new quay on which the Erasmus Bridge lands. 
Behind an apparently straightforward program of harbour control building, public use ol the waterfront and a future restaurant lies a 
complexity of urbanistic, engineering and narrative detail The site must first be constructed, a table of precast concrete on piles in the 
water An apparently wilful displacement of legs under the Bridgewatchers House and the Steel Colonnade are in fact the pragmatic 
consequence of these support pile locations. 

A basalt ramp negotiates carpeMike the 1,5 meter drop from street to quay level, where it folds down into the water (creating a beam to 
span the underwater subway tunnel). Standing crane-feke on this carpet is a 70 meter long steel beam, two U sections with an elevated 
walkway between. A hovering and Iraming urban edge which Wis visitors to a privileged panoramic vantage* The quay is a sequence of 
such stations, constructed views, connections over distance (to the skyline of Rotterdam) and intimate encounters* Conk:al lorms Itke the 
expanding end of the colonnade are perspective machines, traversable but ultimately rejecting the singular conclusion of classical focus. 
The subject of the Bndgewatchers House is vigilance, watching from a height of 12 meters (ship captains eye height), another viewing 
machine, another corneal plan. One floor for electronics (computer - radar), one for the openers of bridges (river choreographers). The 
angle of the principle white facade pays its due to Erasmus, the black reverse side fuses with the table on which it stands, A third mask, 
the yellow brick south facade is reduced to a single shaft, allowing panoramic views of the skyline beyond The brkJgewatchers stand on 
a surface of inscription, the granite of the quay itself as code carrier* Height above sea level (all important in Holland) and the abandoned 
numbers of this decommissioned (shipless) quay are strewn as stainless- steel inlays between a fountain, fisherman's seats and a number 
puzzle (answer 15). 

On the other side of the bridge and subsequently overshadowed by Renzo Piano's tower is an electronic answer to this Garden of 
E nduring Numbers, The Tower of Moving Numbers signals across the Maas - 5 LED boxes caged like cyber birds. Useful and useless 
numbers - time * 0' 4emperature - a random cube - world population (burning at one end like a cigarette). Concluding the narrative of the 
quay are live white Electronic Rocks. Like discarded cargo the numbered hovering Wob forms function as territory definers for sun 
loungers, amateur ship watchers and also recently wedding photographs'. 
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Pabellon para el controlador del puente 
Middelburg. Holanda 
Bridge control cabine 
Middelburg. Holland 



Arqurtectos/A/chitects: 
BAR ARCHITECTEN 
Joost Glissenaar 
Klaas van der McJen 
Max Zohwef 
S*via Ocana 

T«hrtWn »htt*urv ftortfrtam Eric Ptnw 
n^iwu'SbofeAj De ^e*<. SotlM*n. £i*m van 
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Hacer un proyecto para un puesto de control de puente, o "Casa del Puente", que se usa solo 6 veces por ano, es especial Durante 
unos 350 dias al ano la "Casa del Puente" es solo una caja t&cmca que funciona por control remote, pero en vez de ser vista como una 
caja ctega, Id "Casa del Puente" puede ser un punto de referencia en el canal, una folie en el agua. 

Actualmente la estacidn es un punto central donde muchas cosas se encuentran, como infraestructura, arqurtectura y planeamiento urbano. 
El Puente de la Estaci6n es la entrada al centro de Middelburg desde ei nudo de transpose pubhco. La "Casa del Puente" es una bisagra 
entre el centro inbmo de la ciudad y el espacio abierlo que rodea la Estaci6n y el canal El fendmeno del puente giratorio hace que el 
crucar de un lado al otro sea una experience especial. Mirando a traves del puente desde la estacidn, la totre de la abadia domina la 
ciudad. La cupula de la elegante torre de la abadia se reconoce por su cubierta de cobre. Para enfatizar la experiencia de la entrada a 
la ciudad t elegimos hacer la "Casa del Puente* del mismo material que la cupula. 

La forma de la 'Casa del Puente", emerge de un numero diverso de limitaciones formates y funcionales. El objeto mira al centro del 
puente. y las tres tachadas se orientan al puente giratorio, al agua y a la calte. El guarda del puente tiene una vista panoramica de 360*. 
pero el panel de control esta en direccidn al puente. Para garantizar los 360° de vista panordmica, el bano y los gabinetes de 
electricidad y teiefono se encuentran a medio nivel por debajo. 

La fuerza del objeto radica en la condicidn de su uso esporadico. Es un otyeto cerrado habitado por muchas sorpresas. La "Casa del 
Puente" es como un diamante balance^ndose en un v£rtice, que alcanza su m&imo esplendor en la noche con el britto de las luces 
naranjas y amarilias a traves de sus franjas dando a su alrededor una fulgurante apariencia* 



A project (or a bridge control post or "Bridge House" that will be used only 6 times a year is qurte special. For 350 days a year it will 

only be a remote control operated machine room, but instead ol being perceived as a closed box f the Bridge House could be a 

landmark on the canal a folly on the water 

Actually the Station is a central point where many things meet: infrastructure, architecture and town planning, for instance. 

The Station Bridge is the entrance lo the centre of Mtddelburg from the public transport node. The Bridge House is a fulcrum between 
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the tight-knit centre o* the town and the open space that 
sirrounds the Station and the canal The swing bridge 
makes crossing from one side to the other a special 
experience. Looking across the bridge trom the Station, 
the abbey tower derogates the city. The dome of the 
elegant abbey tower is very recognisable because of its 
copper cladding. To emphasise the experience of 
entering the crty, we decided to cover the Bridge House 
ti the same malenai as the dome. The shape of the 
Bridge House arises out of a variety of formal and 
functional limitations. Although (he object looks towards 
the centre of the Bndge. The three facades face the 
swig Bridge, the water and the street* The Bridge 
keeper has a 360° panoramic view, but the control 
console faces the Bridge. To achieve this 360" 
panoramic view, the bathroom and the electricity and 
telephone cabinets are placed half a storey tower in 
order not to interfere with the view. 
The force of the object lies in -is sporadic use. It is a 
closed object inhabited by many surprises. The Bridge 
House is like a diamond balanced on a vertex. It reaches 
its peak of splendour at mght, when orange and yellow 
Sights stone through the skts and the object glows all 
around. 




Torre de agua del Tamesis. Londres 
Thames water tower, London 



Arquitectos/frcMecls: 
Wan Biookes 
Andrew FursOon 
Paul Voysey 
Simon Imes 
t* Randall 
fAchael Stacey 
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La Torre del Agua del Tdniesis se situa en la glorleta de Holland Park / Shepherds* Bush y consfctuye una parte integra de la nueva 
canalization circular de Londres, cuya longitud es de 128 km. Es una de las tres ctomeneas de equftbrio que se elevan por er>cima de 
la cola para acomodar las crecidas en el suministro de agua. 

La idea de cerrar ta torre y crear un barometro publico la sugirieron dos estudlantes del Royal College of Art. Darrnan OSuliivan y Tania 
Doufa. y Brookes Stacey Randal) Fursdon recibieron el encargo de matenalizar el concepto. El proyecto se convlrtio en un homenaje al 
togro invisible de la ingenieria que supone la nueva canalization circular 

La torre, de 16 m de altura, se subdivide en cinco secciones, cada una con su propia disposition de boqwllas de agua. Las variaciones 
en la presibn atmosferica las detecta un bardmetro electronico, conectado con un dispositivo de commutation que a su vez controla el 
nrvel en que las boquillas putverizan el agua contra el cristal. La energia solar que alimenta el barometro y el panel de control procede 
de los paneles fotovoltdicos montados en la pamalla solar ubicada en lo alto de la torre. La senal del barometro digital, magnificada por 
un microprocesador. activa la putoenzaciOn de agua azul en los distintos niveles del interior de la torre que corresponden a las 
vaoackxies en la presidn. El agua pulverizada torma una pelicula delgada en la cara interior del olindro de vidrio templado. Los 
empamllados de acero moxidable, cotocados sobre soportes de fundicidn de acero inoxidable y centrados a intervalos de 2 m, definen 
ta escala de preston del bartimetro. El agua se distnbuye por medio de montantes. situados en el interior del revestimiento de acero 
snoxidabie putido del nucleo, y anilias honzontales. incorporadas a los soportes de tundiciGn de acero inowdaWe (fabricadas 
expresamenle por una (undicibn en Edimburgo) en que descansa el ensamblaje acrislalado. Alrededor de las anilias se distribuye una 
serie de boquillas. seleccionadas a partir del prototipado de una parte del ensamblaje en los talleres de ingenieria hidraulica de Giossop 
Derbyshire). Durante aquella fase del proceso proyectual, hubo que resolver una problematica ingente que incluia las pruebas de 
adhes*6n del agua al cristal y las velocidades de paso, asi como la produccitin de un agua. colorada orgdmcamente. con caraclerishcas 
Que incMan propiedades anticongelantes y antialgas y la estabrfidad trente a los rayos ultraviolets La canbdad de agua empleada en la 
torre es minima (menos de 0.5 rnetros cubicos) y se recircula con la ayuda de lanques de coteccion ubicados en la base de la torre. 
La torre se proyectd con una base, una cotumna lisa de cristal y un capitel formado por la pantalla solar. Sus proporccones son muy 
medrtadas. Unto en su conjunto como en relacion con la escala de los elementos visibles. El proyecto busca crear una silueta 
impresionante contra el cielo nocturno. El pararrayos de acero inoxidable surge del pert! eliptico en alumfmo que soporta el ensamblaje 
solar Este es un perfil eliptico estandar sobre la planta que se ha 'reformado" y soldado para dibujar una curva sobre el alzado. 
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The Thames Water Tower is located on the roundabout at Holland Park/Shepherds* Bush and is an integral part of the new 80 mile 
London ring main. It is one of three 15m high surge pipes which rise above ground level to accommodate surges in the water supply- 
The concept enclosing the surge tower to form a public barometer was proposed by Damien O f Sullivan and Tania Doufa, students at the 
Royal College of Art. Brookes Stacey Randall Fursdon were commissioned to turn this concept into a reality. The project became a 
celebration of the unseen engineering achievement of the new nng main. 

The 16m high tower is subdivided into five sections each with its own arrangement of water nozzles. The climatic pressure changes are 
detected by an electronic barometer linked to a switching device which then controls the level from which the water is sprayed onto the 
glass. The barometer and control panel are powered via solar power obtained from the photovoltaic panels mounted at the top of the 
tower on the solar vane. The signal from the digital barometer is magnified by a microprocessor to set off sprays of blue water at 
varying levels within the tower which correspond to varying pressure. The sprayed water forms a thin film on the inside face of the 
toughened glass cylinder The pressure scale of the barometer is defined by stainless steel grillages at 2m centres, which are supported 
on stainless 

steel castings. The water is distributed in risers located withtn the polished stainless steel core cladding and then through horizontal 
rings integrated with stainless steel castings (specially produced by a foundry in Edinburgh), which support the glazed assembly. Around 
the rings are spaced a series of water nozzles which were selected following prototyping of part of the assembly at the water specialists 
works in Glossop, Derbyshire* During this period of the design process a number of issues had to be resolved including testing the 
adhesion of the water to the glass, flow rates, producing an organic dyed water with properties which included antifreeze, anti-algae and 
was UV stabilised. The amount of water used within the tower is minimal (less than 0,5 cubic metres) and is recirculated via collection 
tanks mounted within the base, 

The tower was designed with a base, a smooth column of glass and a capital formed by the solar vane. The proportion of the tower was 
carefully considered both overall and in the scale of the visible elements. The design sought to create a striking silhouette on the night 
sky. The stainless steel lightening conductor rises from the elliptical aluminium section which supports the solar array* This is a standard 
elliptical section on plan which has been reformed' and welded to form a curve in elevation. 



El planteamiento del diseno estructural y del cerramiento 
crece en sofisbcaci6n a medida que sube por la torre hacta 
la pantalla solar El vacfo en el interior de la base ccntiene 
las inslalaciones y bornbas necesarias para el 
funcionarniento de la torre barometrica. Esla parte del 
cerramiento est3 fabncado en chapa de acero inoxidable de 
acabado mate y detalles robustos. Por encima de esta 2ona 
la chimenea de equilibrio se reviste de una chapa de acero 
inoxidable con acabado reflectante, no continua sino 
seccionada cada 2 m. para conformar la calibracion vertical 
de la torre, A traves del espacio horizontal entre las 
secciones, la chimenea de equilibho constituye una 
reference ante la cual se percibe la disposicion controlada 
de las acometidas y los andajes de los soportes de 
hjndici6n en acero inoxidable, Estos soportes, colados en 
arena, se fijan mediante perforaciones aterrajadas a la 
chimenea de equilibrio, fabneada en acero de gran 
resistencia a la tracci6n de 25mm de espesor, y soporlan 
el ensambtaje de vidrio templado y curvo. de 12 mm de 
espesor. suspendKfo de tijaciones de acero inoxidable 
maquinado y con las juntas entre los cristales sel ! ados con 
siScona. El empleo de una stficona negra como sellador 
responde a un intento deliberado de impartir una caiidad 
grafica a la visibn conjunta del ensambiaje achstalado y el 
agua de cokx azul que encierra la torre* El acceso para el 
mantenlmiento de la torre esta contemplada mediante la 
incoiporacion de una escalera y el empleo del emparillado 
en cada uno de los niveles de calibrado, cuya distancia 
entre si es de 2 m. La escalera Igualmente tiene la 
conskJeracion de parte Integra de la calibracion de la torre. 
La Torre del Tfrnesis es un modeto operativo de edificio 
sensible. El arquttecto ha procurado detailar el montaje 
complete en el proyecto de lorma que esdmule et juego de 
las luces que chocan contra y penetran, no sfilo el cnstai y 
el agua, sino tambten las superficies pulidas y los 
elementos del interior de la torre, con el fin de crear un 
etecto visual poebco y siempre cambiante en sintonia con 
las condiciones atmoslcr icas, 



The approach to the design of the structure and enclosure 
is one of increasing sophistication as it rises up the tower to 
the solar vane. Within the void at the base is contained the 
plant and pumps necessary to run the barometric tower and 
this part of the enclosure is fabricated from robustly 
detailed matt finished, stainless steel plate. Above this zone 
the surge pipe is clad using a mirror finished stainless steel 
sheet which is not continuous but is sectioned into the 2m 
vertical calibration of the tower. Through the horizontal 
space between each section the surge pipe can be 
referenced and against which can be seen the controlled 
arrangement of services and fixing of the stainless steel 
support castings. These sand castings are fixed into the 
25mm thick high tensile steel surge pipe via tapped holes. 
The castings support the 12mm thick curved toughened 
glass assembly which is hung Irom machined stainless steel 
fittings with the joints between the glass sealed using 
silicone. The use of black silicone sealant was deliberate to 
impart a graphic quality to the glazed assembly when 
viewed in conjunction with the dyed blue water within the 
tower Access within the tower for maintenance purposes is 
provided for with the integral ladder and also the grillages at 
each of the 2m calibration levels. The ladder is also 
considered as part of the vertical calibration of the tower 
The Thames Tower is a working model of a responsive 
building. In the design of the tower the architect has sought 
to detail the complete assembly in such a way that the play 
of hght is encouraged as it strikes and penetrates not only 
the glass and water but also the polished surfaces and 
components within the lower to create a visually poetic 
effect -ever changing due to weather conditions. 
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Pabellon de navegacion, 

Streatley-on-Thames. 

Reino Unido 

The boating pavilion, 

Streatley-on-Thames. 

United Kingdom 

Arqurtectos/A/ctotects; 
Brookes Stocey Randall 
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El edifaio se srtua unos 3 metros por encima del nivel del rio, proporcionando unas vistas pnvilegiadas del T£mesis en ambas direcciones. La 
transparent del recinto y la retaci6n entre el edifrcio y el agua permiten a sus ocupantes albergar la ilusibn de volver a tlotar en el agua, 

RelaciGn con el paraje 

La naturaleza del terrene proporcionaba una serie de espacios. definidos por los troncos del arbolado. el dosel de sus copas, los muros de 

retention del embarcadero y la linea del rio. 

Con el fin de reducir la escala del edrficio desde la perspectiva de la nbera opuesta, el cuerpo se ofientb perpendicularmente al Tamesis. El 

talud de cesped existente vincularia el edrfick) con el jardin pero el piano del (orjado tenia que continuar en voladizo hacia el rio, sobrevolando 

el embarcadero* El edificio esta pensado para relacionarse tanto con los iardines como con el rio. 

Planteamiento 

Los arqurtectos procuraron crear una serie de espacios ndidamente defmidos en y alrededor del edificio que, conjuntamente con su 

emplazamiento. desmintieran su escala. 

Dos columnas cruciformes enmarcan el acceso y t manteniendo su distancia de 6stas, subrayando la liviandad de la estructura t dos diminutos 

perfiles en U de acero est£n engastados en la cnstalera. 

En el cenlro del espacio. pero exefenthcas con respecto al conjunto del edificio, se elevan dos columnas circulares. La columna izquierda es el 

punlo de partida de un mueble fijo, el modulo de coona, que planea sobre el piano del forjado. Nuevamente f este mueble es exc6ntrico con 

respecto a su punlo de apoyo. 

A medida que uno se acerca a la parte frontal del edificio, la presencia del agua en continuo movimiento atrae la rrnrada. Al llegar a este 

punto, el no domina toda la panordmica* 



The building sits approximately 3 metres above river level ottering advantageous views along the Thames in both directions. The transparent 
enclosure and the relationship of the building with the water allowing the occupants to believe that they too could be water-borne. 

Site relationship 

The site naturally provided a series ol spaces as defined by the tree trunks, the tree canopy, the landing stage walls and the river edge. 
To reduce the scale ot the building when viewed trom the opposite bank the volume was oriented at ninety degrees to the Thames. The 
existing grass bank tied the building to the garden but the floor plane was to continue out towards the river, cantilevering out over the landing 
area below. The building was designed to relate as much to the gardens as to the river. 

Design Intention 

Whrist accepting that the building would be a small glass and steel rectangle, the architects sought to produce a series of clearly defined 

spaces in and around the building, which in combination with its location on the srte would produce a building, or at least a series of spaces, 

that would belie its scale. 

A pair of cruciform columns frame your entrance and held away from them, emphasising the lightness of the structure are a pair of diminutive 

steel channels set within the glazing. 

In the middle of the space, but eccentric within the whole building, are a pair of circular columns. Off the left hand column is a piece of fixed 

furniture, the galley unit, which hovers over the floor plane. Again, this furniture is eccentric to its point ol support. 

As you walk towards the front of the buikkng your view is engaged by the presence of the constantly flowing water in front of you. and once 

beyond the galley unit and when you arrrve at the front of the building, the river dominates your view. 
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Desarrollo 

Dejando que el armazdn de acero actiie como el 

principal elemento portante y la cristalera como 

envolvente transparente, se togra un maximo de 

transparency. 

Aunque parezca una decision sencilia. eso evita la 

proliferation de estructuras auxiliares relacionadas 

con el envolvente de crista!- No hay acero 

inoxidable ni arnostramiento ni atetas de crista!. 

En consecuencia, la mirada no se dtslrae con el 

ensamblaje de la cristalera y puede centrarse en el 

paisaje de rio y jardin. 

Los entrepanos adyacentes a la pared que da al rio 

son correderos. suspendidos de la estructura 

superior, para proporcionar una ventilaci6n coizada 

en todo el ediftao en verano. 

El (orjado, de madera maciza de 63 mm de 

espesor. se extiende de un lado a otro del armazdn, 

aumentando asi su rigldez. 

La cub*erta y el casco, prefabncados. se su|etan 

con pernos al armazon de acero. Estos etementos, 

de madera y contrachapado tensado, llevan un 

revestimiento de chapa de cobre brrilante con las 

juntas soldadas. 

El techo de contrachapado revestido en abedul 

visto sirve para reflejar la luz que proyectan hacia 

arriba las luminarias empotradas en el suelo. 

dispuestas asimetricamente. 

El unico mueble del edificio es un mtidulo de cocina 

que levita sobre una de las cotumnas redondas. 

Esle modulo contiene un calenlador de agua 

instanteneo. los mandos de las luminarias y los 

mandos electricos* 
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Detail development 

Maximum transparency has been achieved through 

allowing the steel frame to act as the main load 

earner, whilst the glass provides the transparent 

envelope. 

Although a simple decision tins avoids a proliferation 

ol secondary structural elements working with the 

glass envelope. There is no stainless steel, no 

bracing no glass (ins. 

As a result your attention is not diverted to a glass 

assembly and you can concentrate on the river, and 

the garden landscape. 

The bays adjacent to the wall facing the river are 

top hung and slide back providing cross ventilation 

through the building during the summer. 

The frame was craned into position fully welded and 

»s secured to the submerged piles by means of a 

reinforced insitu concrete toe. 

The frame was designed to avoid the necessity of 

cross bracing, and as such relies upon the stiffness 

of the frame and the ability ol other materials 

working in combination* 

The 63mm thick solid timber floor spans directly 

across the frame and provides additional stiffness. 

The roof and the hull were prefabricated off-site and 

bolt fixed to the steel frame. These timber and 

stressed plywood fabrications are clad with bright 

copper sheeting with welded seams. 

A Birch faced plywood ceiling is fully exposed and 

serves to reflect the light being cast upwards by 

recessed floor light fittings which are set 

asymmetrically withn the floor 

The only item of furniture within the building is a 

galley unit that levitates off one of the CHS's, This 

unit contains an instantaneous hot water heater. 

controls for bght fittings and electrical controls. 
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Casa agua/cristal. Atami. Japon 
Villa water/glass. Atami. Japan 



Arqurteclos/Aichftects: 
Kengo Kuma & Associates 
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La casa AGUA / CR1STAL (1995) se conslruyd en Atami. asom^ndose al oceano Pacifico. Este proyecto representa un punto de inflexion 
en mi vida, AGUA / CRISTAL fue la primera vez que quise crear no s6lo una condition 'particulada' mediante el empleo de lamas smo 
tambten un marco basado en los pianos horizontals. Este edrficto se ubica sobre un acantilado y no existe ningun punto que permita 
contemplar una vista exterior del edificio, Por lo lanto decidi obviar la perspectiva a distancia o aerea y tener en cuenta unicamente las 
vistas intenores y a ras del suelo. 

Ademas. intend basar el proyecto para este edificio, no en los muros sino en un piano horizontal (es decir. el forjadol. En la arquitectura 
occidental el edificto viene enmarcado sobretodo por los muros y ventanas. interpomendo un marco entre el sujeto y el objeto* 
Inevitablemente, el sujeto queda aislado del objeto* El espacio se convierte en un cuadro enmarcado (es decir t una imagen estabca); se 
Parana. Por contra, en la arquitectura japonesa traditional los pnncipales mecanismos enmarcadores son los pianos horizontals (es 
decir. el forjado y el techo), De este modo, sujeto y objeto pueden comwr en un espacio continuo sin que el marco les dKnda. Siendo 
asi, el proyecto ante todo debe resolver la introducci6n de una secuencia y veloctdad en un espack) continuo. No se pucde menos de 
introducir en el edificio el parametro temporal ademas del parametro espaciaL En consecuencia, el espacio asume la naturaleza de una 
imagen d*nfimtca y espacio y tiempo quedan mextncablemente imbricados. En AGUA / CRISTAL intents enmarcar el espacio mediante 
dos umcos pianos horizontals - el suelo de agua y el techo con sus lamas - y generar entre los pianos un tiempo^spacio transparente y 
fluido. Proyectar no signrftca simplemente dn/idir espacios en funcidn de un programa de superficies pisables, Eso no es mas que la 
planificacion de espacios; el tiempo nunca fiulra por tales espacios* Proyectar un suelo, sin embargo, significa mtervenir en la accidn del 
sujeto que se desplaza por el suelo; la intervencibn se produce mediante niveles. pendienles y la resislencia de frkxitin. Asi resulta 
posible proyectar a la vez tanto el espacio como el tiempo. Este m6todo, mas que planificacion podria Hamarse programaclon, dado 
que constrtuye una manera secuencial de organizar las cosas a trav6s de la introduction del parametro temporal, pero yo prefiero 
llamarlo el mtiodo del jardin. porque un jardin, en principK), no tiene ni muros ni ventanas. En lugar de enmarcar las vistas con ventanas, 
uno se ocupa sobretodo de proyectar el piano horizontal en el cual se ubicar<J el sujeto (es decir f de proyectar las ondulaciones del 
teweno). Un jardin no es un jardin por el mero hecho de estar situado en el exterior Igualrnente, un edificio no se abre ni se convierte en 
jardin por el mero hecho de ser una caja de cristal. El cuerpo debe situarse en el piano horizontal; el espacio debe asentarse 
$6fcdamente en el terreno y sus vistas deben ser exclusivamente internas. Solo entonces serS posible proyectar un jardin, sea interior o 
exterior El piano de un jardin no termina en los llmites de la parcela. Un jardin trasciende todos los limrtes. Me gustaria proyectarlo todo 
como un jardin por el cual se desplaza el cuerpo y las particulas flotan sin rumbo. 



The villa. WATER / GLASS 4 , 1996, was constructed In Ataml where is looking down the Pacific Ocean, and this project became my 
turning point- In 'WATER / GLASS', I tried for the first time to create, not only a particulate condition through the use of louvers, but a 
frame using horizontal planes. This building stands on a clrff; there is no point from which one can get an extenor view of the building, I 
decided therefore to disregard distant or birds eye view of the building and to take into conditions onty interior and ground-level views. 
Furthermore, I tried planning the building using, not walls, but a horizontal plane [i.e. the floor). In the Western architectural condition, a 
building is primarily framed by means of walls and windows. That interposes a frame between the subject and the object. The subject is 
inevitably cut off from the object. The space becomes a painting in a frame (i.e. a static image); it becomes frozen. On the other hand, 
in traditional Japanese architecture, horizontal planes (i.e. the floor and the ceiling) are the dominant framing devices. This enables the 
subject and the object no coexist in a continuous space, without being cut off from each other by the frame In such a case, the main 
concern of planning is the introduction of a sequence and speed into a continuous space* One cannot help but introduce into the building 
the parameter ol time as well as the parameter of space. As a result, space takes on the character of a dynamic image, and space and 
time become inextricably entwined. In 'WATER / GLASS', I tried to frame space with only two horizontal ptanes - the floor of water and 
the ceiling louvers - and to generate between the planes a transparent and fluid Ume-space. 

Planning is not a matter of simply partitioning off spaces in accordance with a prescribed schedule of lloor areas. This is only the 
planning of spaces; time will never flow through such spaces. By planning a floor, however, one intervenes in the action of the subject 
moving over the floor; one does so by means of levels, slopes and fractional resistance. That makes il possible to plan simultaneously 
both space and time. This method can be called programming rather than planning, since it is a way of organizing things sequentially 
through the introduction of the parameter of time, but I prefer to call it the garden method. That is because a garden in principle has 
neither walls nor windows. Instead of framing views by means of windows, one is primarily concerned with planning the horizontal plane 
on which the subject is placed ( o. planning the undutahons of the land). A garden is not a garden simply because rt is located outdoors. 
Similarly, a building does not open up or become a garden simply because it is a glass box. The body must be placed on a horizontal 
plane; the space must be thoroughly grounded and possess only internal views. Only then is it possible to plan a garden, be it indoors or 
outdoors. The plan of a garden is not cut off by the boundaries of the site. A garden transcends every boundary. I would like to plan 
everything as a garden over which the body moves and a particles drift.. 
(Translated into English by Hiroshi Watanabe) 
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1>BURG 

Amsterdam esta construyendo IJ-burg. un nuevo 
ensanche de la ciudad situado directamente al este 
de los acluales timites municipales y coltndante con 
el exceptional barrio de Borneo/Sporenburg. LMJurg 
estart rodeado de agua y faciktard, ademas de 
vivlendas "normales*. todo tipo de nuevas maneras 
de viw en un 'entorno humedo". 
La Union para la Vivienda Het Oosten, la Empresa 
de Construccidn Ooms y el E studio de Arquitectura 
Art Zaaijer han de construir 6 prototipos de 'casa 
acuStica* para ejemplrficar las posibilidades de vivir 
sobre el agua. 

VWIR SOBRE EL AGUA 

Las casas acuaticas, flolantes. llevaran una vida 
nomada. Al no estar conectadas permanentemente a 
un siho. sus propietarios podrin mover sus casas en 
el momento en que encuentren otro lugar, mejor, 
mas cOmodo, mas barato o simplemente el 
sigutente. Esto quiere decir que no es posible 
proyectar una casa acualica para un lugar en 
concreto. Al ser trasladadas, cambiar^n las vistas, 
los vecinos y la orientacion solar. Asi* pues, el 
interior de la casa tiene que adaptarse con faciltdad 
a las mutaciones de las circunstancias y deseos de 
los propretanos; en un punto vrviran cerca del nivel 
del agua, con los patos y el viento en los sauces, en 
el siguiente trasladaran el satin a la planta superior 
para aprovechar las magnificas vistas sobre un !ago« 
Con el lin de satisfacer esla exigencia de 
llewbilidad. el punto de partida para los pianos 
generates de los prototipos (ue el de agrupar los 
elementos tecnicos y las escaleras en un nucleo 
central. Junto con las fachadas portantes y una 
unica columna de acero en el centre de la casa* el 
resultado es una maxima diafanidad y abundante 
liberlad para variar los pianos de las plantas con el 
fin de adaptarlos a las circunstancias concretas. 
Dentro de esle planteamiento se han desarrollado 
dos tipos bSsicos de vivienda: el tipo A combina un 
salon a nrvel de agua con una terraza (lotante y otra 
terraza mis pequena en la cubierta. El tipo B preve 
un salon y una terraza en el primer piso y una 
segunda terraza, m3s grande. a nivel de la cubierta, 
Ambos tipos son tecilmente transformables en 
funo6n de las necesidades futures. 

CONSTRUCCION 

Los muros externos y los forjados estan 
construidos a partir de elementos prefabricados 
basados en paneles de madera. Este tipo de 
estructura es muy ligero y permite introducir con 
facilidad modrficaciones tales como nuevos 
huecos o ventanas adicionales. El reveslimiento de 
las fachadas es de alumiroo revesbdo* Los marcos 
de las ventanas son de madera y tambi6n estan 
revestidos de alummio en su exterior En 
consecuencia, la piel externa de la casa resulta 
totalmente exenta de mantenimiento, una 
exigence ngurosa en el area lacustre de U, siendo 
una zona ecologica. La cubierta inclinada ofrece 
una superticie perlecta para la colocacion de 
placas solares t que se orientan hacia la luz solar 
con facilidad, girando la casa flotante hasta la 
posicion ideal 

Las casas acuflticas son ligeras y se construyen 
sobre una plataforma imposible de hundir En 
millares de casas acuaticas de Canada se ha 
uliltzado con £xito el invento canadiense de envotver 
una espuma de pobestireno en un ligero caparazon 
de hormigdn. 



liBURG 

Amsterdam is building LH)urg, a new extention to the crty. 

directly east of the current city-limits next to the remarkable 

Borneo/Sporenburg area, liburg will be surrounded by 

water and will facilitate, besides 'normal' housing, all kinds 

of new ways of living in a 'wet environment*. 

Housing Union het Oosten, Building Company Ooms and 

Architecture Office Art Zaaijer have to build 6 prototype 

waterhouses to illustrate the possibilities of living on the 

water 

LIVING ON THE WATER 

The floating waterhouses will live a nomadic life. Not being 
permanently connected to one site, the owners will have the 
opportunity to move their houses, the moment they find a 
next, better, more convenient or cheaper place. This means 
a waterhouse cannot be designed for one specific place- 
Moving around, the view, the neighbours and the orientation 
to the sun will change. And so the interior of the house must 
be easily adjustable to changing circumstances and wishes 
of the owners: living close to the water level, with the ducks 
and the wind in the willows at one spot, moving the 
Uvingroom to the upper floor at a next spot to enioy the 
beautiful view over a lake. 

In order to meet this demand lor flexibility, the starting point 
for the principal plans of the prototypes was concentrating 
the technical facilities and the stairs in a central core. In 
combination with load bearing facades and only one steel 
column in the middle of the house, Bus results in a 
maximum ol open space and plenty ol freedom to alter 
floorplans to specific circumstances. 
Two basic types of houses have been developed within this 
frame work; the A-type combines a hvmgroom at waterlevel, 
with a floating terras and one smaller rooftopterras. The & 
type provides a livingroom and a terras at the first upper 
level, and a bigger second terras at the rooftop, both types 
easily adjustable to future developments- 

CONSTRUCTION 

The outside walls and the floors are constructed from pre 
fabricated wood panel elements. This structure is very 
lightweight and allows for easy alterations like new voids 
and extra windows. The facade-cladding is coated 
aluminium. The outside of the wooden window frames is 
also clad with aluminium. As a result the outside skm of the 
house is completely maintenance-free, a strict demand in 
the LHake area, being an ecological zone. The pitched roof 
offers a perfect surface for solar cells that can easely be 
orientated to the sun by turning the floating house in an 
ideal position. 

The lightweight waterhouses are built on an unsinkable 
platform. This Canadian invention of styrofoam. wrapped m 
a thin shell of concrete, has been succesfully used for 
thousands of Canadian waterhouses. 





Seis casas acudticas. Ij-Burg. Amsterdam 
Six waterhouses. Ij-Burg. Amsterdam 
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Casa en la barranca Meroi-Chaumet 
Meroi-Chaumet house on the river bank 
Argentina 

ArqurtectO/Arctotect; 
Rafael Igleso 

Bwront* W Parana Arroyo Sew. Argentina 
E4fruciurV^*uctL*d &*«■*& v. 
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AcS la histocia es breve y el espacio inmenso, somos m^s 
geograficos Que hist6ricos. La vastedad es nuestro medio. 
El paisaje es lo que nos hace paisanos. 
Sobre el Parana, el horizonte -que divide lo terrenal de lo 
drvino- est* deiineado por un trazo grueso, a mano 
alzada.- 

El proyecto se desarrolta en cuatro niveles: el ingreso en 
contacto con la calle; un espacio verde que no deja ver lo 
aue sucede unos metros mis abajo; la piscina y el techo 
de la casa conformando el mayor espacio de uso y por 
debajo de este, la casa, luego el muelle sobre el mvel del 
rio. 

El patio, enire la pared de la piscina y la casa, organize el 
proyecto* Desde ac£ se sigue viendo el rio a trav6s de las 
paredes de vtdno, un ventanal con el espesor del espacio 
habitable Que alberga. Esle lugar es un reparo. En la 
cascada que define uno de sus lados t el agua desarrolla 
todo su potencial sobre los sentidos. No sdlo se la puede 
ver f se escucha el sonido que provoca su caida, se huele 
el rocio sobre c£sped y lundamentalmente. se siente el 
camtw de temperatura. 

El edificio es la estructura y nada mas que la estructura. 
Busco f como en mis ultimos trabajos. hacer mis compleja 
la descarga de fuerzas. Irato de complicar el cammo de la 
gravedad, esa linea imaginaria que une las cosas at suelo 
por el cammo mas corto. Las vigas se desplazan ya sea 
invirtiendose para obtener un determinado encuadre del 
paisaje t o haciendose presentes para proteger el ligar del 
sol del oeste o intervmiendo en la escala del ambiente. Las 
vigas desfasadas, desde el interior complejizan la tectura 
de su estabilidad, y en el exterior, se aparean al horizonte. 
La edificacidn no tiene mds lenguajes que lo que la 
sustenta. Es como son nuestros pueblos en la inmensidad 
del territorio: un aerolito caldo del cielo, una roca tirada en 
el campo. 



History is short and space immense over here so there is 
more geography than history to us. Vastness is our 
environment. The country makes us countrymen. 
On the River Parana, the horizon (which divides what is of 
this earth from what is divine) is a thick line, drawn 
freehand ... 

The project Is laid out on four levels: the entrance gives 
onto the street, a green space shields what is happening a 
few metres down from prying eyes, the swimming pool and 
the roof of the house make up the largest usable space and 
the house, followed by the jetty, is under this, at river level. 
The design revolves around the courtyard between the 
swimming pool wall and the house* The river can still be 
seen from here through the glass walls, a large window and 
the depth of habitable space it encloses. This space is a 
restorative. The water of the cascade that defines one of 
the sides develops its full sensory potential. Not only is it 
seen, the sound of its falling is heard, the droplets on the 
lawn are smelt and, above all, the change in temperature 

is felt. 

The building is its structure and only its structure. As in 
other recent works. I Have sought to make the stress 
reduction more complex. I try to complicate the path of 
gravity, of that imaginary line that binds things to the ground 
by the shortest route. I move beams, whether by inverting 
them to frame a particular view of the landscape or by 
making them visible as a barrier against the western sun or 
to influence the scale of the setting. The displaced beams 
make the reading of the building's stabilrty more complex 
from the interior and pair up with the horizon on the exterior. 
The only languages the building has are those of what 
supports it. It is like our villages in the immensity of the 
landscape: a meteorite fallen from the sky. a stone thrown 
into a field- 
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Templo Komyo-Ji. Saijo. Japon 
Komyo-Ji Temple. Saijo. Japan 

Arquitec lo/Arc WKl: 
Tadao Anflo 

1M*MaM 

PU/n 44 nrojMfi/Tmn of plmwig 
I93&t)l -I999A3 

totffdl tcnstJuoVTaa floe aw. 
Srwc OgW tttsoo Hmuofcl 

Se trata de la reconstrucaOn de un templo de la Tierra 
Pura que data del periodo Edo. El recinto esta siluado 
en el lado esle de la ciudad de Saijo, en la prefectura 
de Ehime Esta pequena ciudad del Mar Interior, dotada 
de un clima suave, tiene fama por ser el punto de 
acceso al Monte Ishizuchi II .982 m. el mbs alto del 
Oeste de Japbn). Por todas partes brotan mananbates y 
una red de vias de agua, rebosantes del agua fresca de 
la montana, entrecru2a la ciudad. 
Habian pasado unos 250 anos desde la construction 
del tempto principal y ya no podia resistir las agresiones 
del bempo* Era precise reconstruirlo, junto con los 
col<ndantes alojamientos de los sacerdotes y pabellon 
de mwtados. Desde el punto de vista del templo. era 
una empresa monumental, y que entraria en los anales 
de la histofta. Sin embargo, el sacerdote principal del 
templo (el cltente) no tenia exigencies con respecto a la 
arquitectura, simplemente explico el programa general y 
djo que le gustaria que (uera 'un tempto donde la gente 
acuda para reuntrse, un templo abierto a la comunidad\ 
Nuestra propuesta para el nuevo tempto como un "lugar 
donde la gente acuda para reunirse' fue la imagen de 
un edfficio principal de madera, envuelto en una luz 
suave y tlotando sobre el agua. En la configuration del 
conjunto, el nuevo edificio principal de madera (Iota 
encima de un estanque alimentado por un manantial. 
con pabelton de invrtados. capilla, alojamientos para los 
sacerdotes y otras dependencias. Este esquema 
destaca el agua como el elemento esencial del paisaje 
local y. sobretodo, la madera como material. El tema 
principal es una exploracibn de un espacio en madera. 
Aunque no era necesario preocuparse por el estilo de 
arqurtectura sagrada existente, existia el deseo de 
respetar lo que venia forjdndose a to largo de la historic 
Bajo mi punto de vista, la esencia de la arqurtectura 
traditional japonesa en madera es el *ensambiaie'. Se 
corta un enorme numero de piezas de madera para un 
soto r-.iiiic.in. y el ecrficio torn a (orma a medida que 
estas piezas se juntan y se ensamblan. Mi intencidn era 
la de crear un espacio que volviera a los origenes de la 
arquitectura de madera. Sena una unica estructura 
(ormada por una multitud de p ezas. cada una colmada 
de tendon. Senna tambi£n que me gustaria que el 
armazbn del edifick) principal expfesara una imager de 
(a gente reuntendose y luntando las manos, apoy^ndose 
mutuamente en una umca comunidad* 
El proceso de construcobn del templo Komyoi* bnndd 
la ocas'on para redescubrir y tomar conciencia de los 
origenes de mi propia metodotogia arquitectdnica. Agua 
y madera, historia y paisaje... Espero que se convierta 
en un lugar donde una variedad de elementos se junten 
y haWen con el \ns*tante, 




The project is a reconstruction of a Pure land temple 
dating from the Edo period. The site is located on the 
eastern s«Je of Saijo crty in Ehime Prefecture. A small 
crty on the Inland Sea t blessed with a mild climate, Saijo 
is known as the entrance to Mt. ishizuchi (translator's 
note; 1,982 m, highest mountain in Western Japan). 
There are natural springs everywhere, and the city is 
crisscrossed by a network of waterways brimming with 
fresh mountain water 

About 250 years had passed since the construction of 
the mam temple and it was no longer able to withstand 
the assaults of time. It was to be rebuilt, together with 
the adjoining guest hall and priests* quarters. From the 
temple's standpoint it was a monumental undertaking, 
one that would go down in its history- Nevertheless, the 
temple's chief priest (the client) had no requirements 
regarding the architecture. He simply explained the 
general program and said that he would like rt to be *a 
temple where people vrtl come to gather together, a 
temple that is open to the community" ■ 
Our proposal for the new temple as a 'place where 
people would come to gather together' was an Image of 
a main building in wood, shrouded in gentle light and 
floating over water. In the overall configuration, the new 
wooden mam building floats over a spring-ted pond with 
the guest hall* chapel, priests' quarters and other 
ancillary buildings. This arrangement stresses water as 
the essential feature of the local landscape, and above all 
the material wood. The main theme was an exploration of 
a space in wood. There was no need to be preoccupied 
with existing style of temple architecture, but there was a 
desire to respect what has been bwlt up through history. 
In my view, the essence of traditional Japanese wooden 
architecture is "assembly'* A tremendous number of 
wooden parts are cut for a single building, and the 
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buikfcig lakes shape as these parts are assembled and fitted together I wanted to create a space that would return to the origins of 

wooden architecture- It would be a single structure made up of multiple parts, each full of tension. I also felt that would ike the 

framework of the matn building to express the image of people gathering and joining hands, supporting each other in a single 

community. 

The process of budding the Komyoji Temple was a chance to rediscover and become conscious of the origins of my own architectural 

methods. Water and wood, history and landscape .,. I hope that ft becomes a place where a variety of elements come together and 

speak to the visitor- 



11 




HHfllfi 




1 








1 




1 


1 


. — 











5lC(*fe» 





**** 



re 



PW* 














(Mart** 



FwrWriwii- 




Centro de information de la zona marltima del 
Parque Natural de la Albufera en el barco de 
estibadores- Pinedo, Valencia 
Stevedores ship information centre for the sea area 
of the Albufera Nature Reserve, Pinedo,Valencia 



Arqurtectos/Architecls: 

Vicente Corell Farm6s, Joaquin Mwfort Salvador, Jos6 Vicente Palacio Espasa 
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U demolition de la Escuela de Estibadores. srtuada en la playa de Pinedo r en Valencia, dejti al descubierto un barco de hormig6n que 
detjia haberse utilizado para las praebcas de carga y descarga, en el caso de que la escuela hubiera llegado a funcionar. La Oireccibn 
General de Costas de la Generatrtat Valenciana, dec»di6 recuperarto como Centro de Informacicn de la Zona Maritima del Parque Natural 
de la Albufera. Encontramos, pues, un barco de hormigbn varado en la playa que tras al impacto de su poderosa imagen, descubria un 
espacio interior lleno de sugerenuas: la cubierta, perforaciones hasta la enorme bodega, rampas, etc. 

Explotar el espacio interior, continuo y dinamico, resofver el cerramiento exterior buscando la penetracitin de luz natural, potenciar las 
condiciones de la cubierta como espacio de estanoa, paseo y observation del medio natural, y poner en valor la matenaltdad original 
del barco, hormigon visto con encofrado de tablas de madera horizontals, han sido lo$ objetivos principles que han guiado la 
intervene i6n, 

Oos pfismas de vidrio de conlrol solar, uno longitudinal sobre la rampa interior y otro cubico sobre el hueco que se extiende hasta la 
bodega, emergen de la cubierla y resuelven el cerramiento exterior, ilumtnando el espacio interior al tiempo que lo amplian y eslablecen 
un contrapunto a la masa del casco, matizado por la pergola de madera que acondsciona ambientalmente la cutweria y se transforma en 
cbservatorio privilegiado sobre el paisaje. 
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La intervened respeta y potencia la 
conbnuiddd del espacio interior, 
aooyandose en las rampas como 
elemento dinamizador y en las 
perforactones de la cubierta y del 
pfano intermedio como necesana 
entrada de Iuz y comumtacidn 
visual, ubtcando los espacros 
cerrados, sala de audiavisuates y 
laboratorio. en la proa. 
Pavimentos y particiones interiores 
Ce madera, cerramrentos de vidno y 
carptnteria exterior, cerrajeria y 
a : cesor OS de acero noxidable son 
los unicos materiales ublizados, con 
la exception de las consirucciones 
ajxiliares de hormig6n ejecutadas 
can eocofrado metalico modular y el 
pavmento de la plaza de hormigon 
lavado a\ 3cido. 
Los accesos. mextstentes 
origiralmente. y la ordenacion del 
entomo proximo, se han resuelto 
con la construct de un vcNumen 
atficional de hormigon visto en la 
oopa de) barco que enlaza la 
■..'jbierta con una doble rampa que 
arranca desde ta plaza y un piano 
p'egado de hormigon que se 
enpotra en el casco a estribor 




Is 








MtmrtLPis^tr 




AiA>yifite&fbtty 




Hrjda tuff--** ***** n 



K*»&0Mlt/A- 'ftnc'ir 



Wtven the Stevedores School on Pinedo beach (Valencia) was 
demolished, a concrete ship that would have been used for 
practising loading and unloading it the building had ever been 
used was left in the open. The Valenoan regional governments 
Directorate General lor Coasts decided to convert it into an 
Information Centre lor the Sea Area of the Albufera Nature 
Reserve. Following the strong impact ol its powerful image, this 
concrete ship grounded on the beach reveals a fascinating 
interior space: deck, openings down lo the enormous hold, 
ramps, etc. 

The mam design objectives were to make full use of the 
continuous, dynamic interior space, to seek a solution that 
wotrfd bring natural light Into the external envelope, to enhance 
the deck as a place to rest walk about and ww the 
surroundings and to foster an appreciation of the original 
material ol the ship: horizontally board-marked exposed 
concrete. 

Two glass sun control prisms rise out of the deck. One is 
longitudinal, placed over the interior ramp, white the other is a 
cube over the opening that extends down into the hold. They 
provide a solution to the external envelope, giving light to the 
interior and increasing its spaciousness, they also provide a 
counterpoint to the mass ol the hull, softened by the wooden 
pergola that shades the deck and makes it a privileged vantage 
point for viewing the landscape. 

The project respects and enhances the continuity of the interior 
space, using the ramps as a dynamising factor and the 
openings in the deck and the intermediate level as a much 
needed source of light and visual communication. The enclosed 
spaces, the audiovisual room and laboratory, are placed in the 
prow. 

Wooden floanng and internal partitions, glass roofs and 
stainless steel external pinery, metalwork and fittings are the 
only materials used apart from the ancillary concrete 
constructions, built with modular metal formwork. and the acid- 
washed concrete paving ol the square. 
The originally non-existent access and the layout of the 
immediate surroundings have been soh/ed by budding an 
aditional exposed concrete volume at the stern that links the 
deck to the two ramps leading from the square and a folded 
[tone of concrete that joins the hull on the starboard side. 
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Ordenacion del frente literal de la Albufera 
sector Dehesa del Saler. Valencia 
Seafront of the Albufera, Dehesa del Saler, 
sector, Valencia 
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La Dehesa de El Saler es Id fomiacidn natural marino-Moral 
que separa la AJbufera de Valencia del mar El ecosistema 
de la Buhawa, tan nco como perseguido, es victima del 
crecEniienio urbano e industrial, tan intenso como mal 
planificada Los planes de desarrollo turistico de la 
Dictadura iniciaron la urbanization de la restinga Moral del 
Lluent en los anos 60. con un programa de construcciones 
de bloques en primera linea de mas de un millon de m2. En 
el penodo democr^tico se aprobo y delirmto el Pare Natural 
de L AJbufera. paralizfindose asi el proceso de destruction 
del medio natural por la urbanizacton, Pero parte del mal ya 
estaba hecho: la playa entro en regresion erosiva, las dunas 
e6licas fueron arrasadas. los humedates ccgados, el marjal 
pisoteado, el pinar r (alio de protection, en fuerie relroceso; 
frente a ello. la traza inmensa de la urbanization, el 
-aeropuerto- segun los lugarenos, era coronada por un 
paseo maritime que, en un gesto ins6Mo t se etevaba sobre 
la linea del horizonte ocultando el mar Un autenbeo 
desastre. 

Habfa que empezar de nuevo. En primer lugar se trataba de 
restituir la section territorial de su paisaje genetico, unidad 
orgAnica imprescindible por cuanto la degradacton de una 
parte del ecotopo compromete la viabilidad del resto* 
Luego r rehacer ese paisaje tratando de compaginar las 
intervenciones naturalistas con los usos luristicos de la 
zona, somebda a la presiOn de la ciudad de Valencia y su 
area metropolitana. con mas de un millOn de usuarios 
potentiates. La autopista de El Saler y la carretera de 
Nazaret-Ofiva, con enlaces a dos niveles. nutrian un territorio 
marginal en el que podiamos encontrar un HipOdromo y la 
Escuela de Eshbadores abandonados, el Camping municipal, 
el complejo Potideportivo. un campo de goll y el Parador 
Nacional de Turismo. 

Primero tue la descontaminaciOn general del sector de 
intervention, Cerca de 400 millones de pesetas fueron 
empleados en demohciones para desmantetar la 
urbanization. 

Despues proyectamos una estructura funcional superponible 
a la section natural del territorio que ibamos a reconstruir. 
En ella, las vtas de penetraoOn, remodeladas, se 
transformaban en los cortafuegos del pinar y morian en los 
estacionamientos disuasorios. El litoral sOlo se podia 
recorrer a pie* 

La restauratiOn del *cami veil del Muntanyar\ el carril de 
blcicletas Valencia-Sueca y el nuevo paseo que discurre por 
el trasdOs del sistema dunar delantero, constituyen el 
sistema de relation del frente maritime y proportionan 
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La Dehesa de El Saler is the natural seashore formation that separates 
the Albu'era of Valencia from the sea. The Buhfiira ecosystem, as nch 
as it is endangered, has fallen victim to an urban and industrial growth 
whKh is as intense as it <s badly planned. The tourism development 
plans of the Franco era began to develop the Lluent sandbar shofe in 
the 1960s. Over a million square metres ol tower blocks lining the sea 
edge were planned. Democracy brought the creation and delimitation of 
the Albufera Nature Reserve and halted the urbanisation that was 
destroying the natural environment. However, pari of the damage had 
already been done. The beach was starting to shrink due to erosion, the 
aeolian dunes were razed to the ground, the wetlands had silted up. the 
marshes were trampled and the pinewood, (eft unprotected, was 
shrinking fast, while the immense layout of the development, known lo 
the locals as the airport", had a crowning touch: a seafront promenade 
wtiich (unusually) rose above the line of the horizon, hiding the sea from 
sight. All in all, a total disaster 

A new start was required, first restoring the generative cross-section ol 
the landscape in its orgamc unity, indispensable since the degradation of 
any part of the ecotope endangers the viability of the rest, then 
recreating the landscape, attempting to make the nature restoration 
operations compatible with the leisure use ol an area under pressure 
from over a million potential users in the city of Valencia and its 
metropolitan area. The El Saler motorway and Nazaret-OIiva main road, 
with junctions at two levels, have nurtured a peripheral strip thai 
includes the racecourse and Stevedores School (both abandoned}, the 
municipal campsite, the sports complex, a golf course and the 
Parador hotel. 

The first step was the general decontamination* of the sector covered 
by the project. Over 400 million pesetas were spent on demolishing the 
urbanisation works. 

The next was to design a lunctional structure that could be 
superimposed on the natural cross-section of the landscape to be 
reconstructed. The redesigned access routes became fire breaks (or 
the pinewood and now end at dissuasory car parks. The length of the 
shoreline can only be covered on toot 

The restored *otd Muntanyar road", the Valencia-Sueca bicycle path 
and the new footpath to the rear of the frontal dune system 
constitute a network that connects up the shoreline, providing access 
to the facilities, the lake environments and the restricted pathways to 
the beach. 

At the same time, we had to remake the landscape. We knew the 
components of the ecosystem, we were aware of its mam interactions, 
we had the scientific information provided by the Albufera Technical 
Office, but what form was this constructed nature to take? Should we 
copy what we saw in old photographs and topographical maps? Should 
we imitate similar formations from other places? Should we perhaps 
invent a fortuitous, picturesque beauty spot, ready-made? 
Geometry, which the ancient Greeks called the Science of Knowledge, 
provided the answer: the strict lines ol the paddy fields, the regular 
layout of the irrigahon canals, the cleanness of the ploughed fields and 
the filter ol the groves are perfectly adapted to the geography ol the 
alluvial shelf Their deformations, due to atmospheric factors, ^ casual 
mutations that give the different spaces of the rich natural tapestry their 
character 

Equally, the formal result of external factors that act on the medium is 
visible in the microcosms of the land. Undulabons and outcrops, the 
lines on the elevations, colours and textures: these are the authentic 
models that can be transferred to a larger scale, to geometries. 
Volumes, surfaces and defined lines presuppose exact locations, types, 
the ability to measure, value and build. 
We designed a baste barcharvtype dune module. Combined in a 
symmetrical chain, facing the prevailing wind, they form an orderly range 
ol crests and hollows; the blowouts of the frontal system and the sub- 
dunes. Once Ihe line of dunes had been restored, they were planted and 
fixed with the help of cane hedges'. Their layers contained the seeds of 
numerous native plant species, distributed according to the face of the 
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acceso a los eguipamientos, ambientes lacustres y pasos 
controlados a la playa. 

Simultaneamente. tenfamos que rehacer aquel paisaje. 
Sabiamos cuales eran los coniponenles del ecosistema, 
conoclamos las acoones dominantes. disponiamos de la 
informacion cientifica summistrada por la Oficina T6cnica de la 
Albufera, sin embargo, cual era, finalmente. la forma 
construida de esa na!uraie2a: £se trataba, acaso. de copiar 
imageries de antiguas fotograffas y viejos pianos topogralicos?, 
iimitar formaoones similares de otros lugares?; i ial vez 
inventar un paraje aleatorio y pintoresco, terminado? 
Fue la Geometria. aquella que los griegos definieron como 
Ciencta del Conocimien(o f quien nos proporciond la 
respuesta: el dibujo riguroso del arrozal, el trazado regular 
de las acequias. la pulcntud de tos campos roturados, el 
fillro de las arboledas. se adaptan perfectamente a la 
geogralia de la plataforma atuvial. Sus deformaciones, 
debtdas a los agentes aimostencos, son mulactones 
casuales que caractenzan los drferentes espacios del 
vanado mosaico natural. 

Por otra parte, el resultado formal de la accibn externa sobre 
el medio es viable en el propto mtcrocosmos del terrrtoria 
Las ondulaciones y rugosidades que se perfilan. las huellas 
que se producen en los relieves, los colores y texturas. son 
los modetos aulfinticos que pueden transportarse a mayores 
escalas. a geometrias. Volumenes. superficies y trazos 
defimdos presuponen emplazamientos exactor tipos, su 
medicidn. valoracidn y posibilidad constructive. 
Dtsenamos un m6dulo dunar Msico. tipo Barchand. que 
maclado entre si y onentado al viento domlnante formaba ta 



dune and their height on it. The wind, the rain and the tides 
would take care of the rest. 

The expanse of Pmus pinea and Pinus halapensis that will 
restore the missing area of the pinewood down to the 
shoreline was planted in a geometrical sequence, staggered 
m ripples* for protection against the Gargal wind. 
The wetlands of the malladas or grassy hollows, the 
recuperated lake spaces, are both breeding grounds for 
birds and barriers that limit access to the wood. They were 
dredged down to the impermeable grey silt loam (TaB) layer, 
except in certain areas where the water table was pierced 
to obtain a permanent sheet of water A wooden canopy 
was placed alongside the section of the path that borders 
this lake, providing shade and a viewing point over the 
maBada. 

The footpath and bicycle path are placed in the lee ol the 
dunes, where the least sand accumulates, along the route 
marked out by the demolished urbanisation works (but 6 
rather than 80 metres wide). The car parks are 
camouflaged among the windings of the sub-dune system 
and should in time be integrated among the future trees and 
the lentisk. myrtle, phillyrea and sea juniper' (Juniperus 
macrocarpus) bushes that are colonising the ground. 
The concrete ship that was saved when the Stevedores 
School was demolished has been converted into a Nature 
Reserve Information and Documentation Centre. Beached 
among the new dunes, it is. in a way, a memorial to the 
project: 3 reminder that the destruction of the work of 
human hands makes way for the original landscape to be 
:m it A curious paradox. 





wogralia ordenada de crestas y calderas. los "blowouts' del 
sisiema delanTero y de los relieves subdunares. Una vez 
restrtuklo el relieve dunar se procedid a su revegetacitin y 
fijactin mediante el empteo de "bardtsses* de cana y barron. 
cuyos eslratos contenian semillas de numerosas espeties 
vegetates autoctonas. distribuidas segun alturas y 
orientaoones del m6dano. El viento, la Huvia y las mareas se 
encargarian del resto. 

La masa arbcfea. de pmus pinea y pinus halepensis, que deberi 
recuperar el Smbito kiterfendo de la Pinada hasta alcanzar la 
or*a, se dislnbuye en una secuencia geomGtrica. desplazada 
formando 'ripples* protectores contra la acci6n del Gargal. 
Los humedales de las 'malladas'. los espacios lacustres 
recuperados, son alternalivamente lugares de cria de la 
avifauna y barreras Itmitadoras de penetrati6n en el bosque. La 
extracctdn de rnatenales se practice hasta la capa de Iimos 
grises impenneables (Tab), a excepcwn de algun sector, donde 



se perloro el nivel fredtico para consegu r una lam na de agua 
permanente. Una marquesina de madera, colinda con la 
secctfn del camino contiguo a la laguna; proporaona sombra 
y es el mirador sobre la Mallada. 
El paseo peatoral y el carril btci se srtuan a sotavento de la 
duna, en el lugar de menores aportes de arena, sobre la 
superficje hollada por las trazas de la anterior urt>anizao6n (en 
la proporctfn de 6 metres conlra 80 metres). Los 
estacionamientos se camufian Iras las sinuosklades del 
conjunto subdunar, debtendo quedar integrados entre la futura 
arboleda t mis las matas de lentisco, mirto, labifrnagoy 
enebro marino que colonizan el suelo. 
El barco de hormigtin rescatado del derribo de la Escuefa de 
Eslibadores, rehabtlrtado como Centro de information y es en 
cierta medida la memoria de la intervention. Recuerda que la 
destruction de la obra del hombre da paso a la constructi6n 
del paisaje initial Curiosa paradoja. 
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Ordenacion del paseo marilimo 

de ta Herradura. Almunecar (Granada) 

La Herradura seafront Almunecar (Granada) 



Arquitectos/A/chrtects: 
C*sar Ported Femdndez-JardOn 
Antonio Barrionuevo Ferref 
Julia MofmoBarrefO 



JviU d* fritikcu. Caiwptu cfe Ctf n f\£k:a3 / Transporter &rtccM!ft 
Of*** * Ordmaofr <W Temtorio v Urtuwno Civm* Pi**c» de< Sue*o 

«Ar.c»jrfci ttntffm*itooAro(Mft« Dmcon Omni df Costa 

OerorcJCiOn (to Crote fadilucia * Utdtofmo 

taUuUon Unuiry of Pubk: 1 Atf** art Tran**>o*1* Drrtfmtp i>nrnl of 

7cnr$ and ifrMivn, fodilufan Serf ft*K Con>cwny. SCMrvih Unstiy d W 

tr^wro to Canwos/>4 atgrttr 
MCjtfCaleitGarcli 

L« Choc arc Hif utr j 



Emo/tw ccmtnxior«^omrxSoi 
FWwUSA 

erasuwttto IWVnnl ttffcrt 
220 02* 522 Pu* 

Cancirtc Op ^ 1* famo 1993/6ra cocnxtW *nncr 199J 
RwUcctfn tf Proycdo: 19Wy9roj«t *awo up IW 

f cch* *rt***«*;rt c*f *\ v- K>k*n tote: Itvtt 19W - T>b ■■ h 1099 



La propuesta que agui se contempla es el resuttado de confrontar dialecbcamente un programs y un lugar. 
El Lugar, una estrecha franja de lerreno de borde literal medilerrineo sin mten/erur, centda por un sistema montanoso que la protege y 
le proporcrona un excelenle microclima para la explotaadn agricola de lertiles Uerras mediante plantaciones de huer las y frutales. 
situada a lo largo y en el limite de la Playa de la Herradura, enlre Cerro Gordo y Punta ta Mona, en la Costa Occidental de Granada. A la 
tradicional actiWdad pesguera se anade en la actualidad la alluencia de un turismo estacional en verano. 
El Programa, el facilrtado pof Direccrin Gral de OrdenaciOn del Territorio y Urbanismo, Junta de Andalucia y la E.PSA, y que en 
sfntesis demanda una solucion funoonal y formal a probtemas de defmicidn espacial y de accesitniidad en el Paseo de Andres Segovia, 
el Nucleo Urbano de la Herradura, la Playa y el Mar. 

La Solucidn que se propone, aunque sc ajusta lo mas posible a dar una respuesta adecuada para la determinactdn del Paseo Maritimo, 
no ofvkJa la dimensidn en profundidad de esta franja litorat limitada enlre la N-340 en las inmediack>nes de Almunecar y el mar y 
contempla una actuation blanda pero clara, dispuesta a lo largo de dos ejes peatonales bien definidos por su ubicaci6n y configuracton: 
uno longitudinal, onentado en sentido Este-Oeste, ligeramente elevado sobre la cota del terreno, que permite recorrer el seno de la 
Herradura, bordeando la playa sm mterferencia con el trdfico rodado. y que constituye una Send^Paseo paralela al borde marine, El otro 
perpendicular al anterior, de onentaci6ii Norte-Sur, que confjgura una RamWaEspigon que inicia su recorndo en el Nucleo Urbano de la 
Herradura, desde la Calle Real y lo termina 25 m, mar adentro. despues de dtscurrir a cota variable sobre la Rambla del Espmar. y de 
crwar etevado sobre el Paseo de Andres Segovia y ta playa. 
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La Senda-Paseo es un sistema totalmente construido en madera, de seccion constante y de 2,50 m, de ancho. formado por tablones 
de 7 x 24 cm. de seccidn, atomillados a vigas corridas de 15 x 25 cm., que se apoyan a su vez en piiares de 30 x 30 cm. Dtcho 
paseo delimrta espacial y funcionalmente la calzada de trafico rodado, el Paseo de Andres Segovia y la Playa, y en su recorrido de 
aproximadamente 1.800 m ( va engarzando, como s de las cuentas de un collar se tratara, elementos singulares Que avanzan sobre la 
playa formando plazas, miradores, y pergolas o plataformas, y que son la expresion formal de demandas o de sttuaciones tambtfin 
singulares que se producen en puntos criticos del terntorio: extremos rocosos de la playa, rio. ramblas. o de la urbarozaci6n: plazas, 
travesfas, o de accesos a la propia playa, que se van configurando como hitos, que balizan y caractehzan el paseo-senda a lo largo de 
su recorrtdo, ofreciendonos imagenes que rememoran las situaciones que se producen detris de la llnea de palmeras, la cual delimita y 
protege el espacio propio de la playa. 

PLATAFORMAS DE MADERA Y PERGOLAS. 

All dande el proceso de urbanizaci6n fue trazando Iraveslas al Paseo de Andr6s Segovia, o donde se ban situado con el paso del 

tempo tos "chambaos 1 y las casetas de serviaos de playa, se estabtecen piataformas tambifin de madera, a nivel del paseo, que 

consbtuyen verdaderos puntos de encuentro de tos diterentes tramos de la senda, y lugares de ingreso al borde del mar de 1,25 m t de 

ancho, perpendiculares a la anterior, que satvan la dificultad de pisar los 'chinos* de la playa. 

La senda paseo esta jalonada de unos ensanchamientos apergolados. cubiertos con buganvillas para dotar de sornbra al paseo y sus 

puntos de estancia* 



LA PLAZA DE LAS PALMERAS. 

Se crea una plataforma de 65 x 22,5 m.. que hace tambien funciones de plaza y que sirve para retorzar esle punto singular, y 
convertirlo en un verdadero Salon Urbano que se protege del sol y se ornamenta con un palmeral, configurandose asi como un pequeno 
oasis, que puede ser contemplado desde el espacio abterto de la playa. 

LARAMBLA-ESPIGON. 

Sobre la Rambla del Espinar se sittia una senda de madera que arranca desde el nucleo histdrico de la Herradura, como un paseo 
peatonal anexo a la margen derecha del cauce del canal, sirwendo de amplio acerado para el acceso a las edrficaoones del ensanche 
que se est£ estabteciendo sobre las huertas de ese lugar Dlscurre con la misma pendiente que la Rambla, hasta situarse horizontal, 
ganando altura sobre el nivel mclinado del canal para poder cruzar el Paseo de Andres Segovia, como un puente, de 8,00 m. de luz y 
4,60 n. de galiuo. que permite el transito inferior de vehicutos, y el paso elevado de peatones hacia el Espigdn. sobre la nlaya, a modo 
de pasarela de madera sobre pilotes que se toucan en la arena, y se adentra 15 m. en el Mar. El final del Paseo lo constituye una 
plataforma, tambifri de madera, de planta cuadrada de 7,5 m. de lado, que cumple la funcitin de balcbn y en cuyo centro se erige un 
pabelton cerrado y cubierto. que hace las veces de refugicnnifador sobre la Ptaya y el Mar 
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The proposal >s the result of dialectically confronting a brief and a place. 

The Place is a narrow undeveloped fringe of land on the edge of the Mediterranean coastline, hemmed n by a mountainous range that 
protects it and provides an excellent mtcro-climate for the cultivation of vegetable crops and orchards on the fertile soil The site is 
located along and on the edge of La Herradura beach between Cerro Gordo and Punta la Mona, on the western coast of Granada 
province. The traditional fishing industry has now been joined by an influx of summer season tourists. 

The Brief provided by the Andalusian Regional Government's Directorate General for Zoning and Unbamsm and the Andalusian Soil Public 
Company demands, in summary, a functional and format solution to the spatial definition and accessibility problems of the Paseo Andres 
Segovia. La Herradura village, the beach and the sea. 

The Solution proposed, although it is tailored as closely as possible to providing an appropriate response to the definite of the 
Seafront, does not forget the depth dimension of this coastal fringe, bounded by the sea and the N-340 trunk road in the neighbourhood 
of A!mun6car. It envisages a soft bul clear structure along two pedestrian axes, well-defined by their siting and shape. One is 
longitudinal, laid out East-West slightly above ground level, and enables the whole length of the Herradura bay to be walked without 
interference from traffic: this is the PromenadfrPath parallel to the sea edge. The other lies perpendicular to this, running North-South, 
and constitutes a BoulevardPter It starts in La Herradura village, at the Caile Real, and ends 25 metres into the sea after following a 
sloping route above the dry watercourse of the Rambla del Espinar and crossing over the Paseo de Andres Segovia and the beach. 
The Promenade-Path system is constructed entirely of wood. It is 2.5 m wide and has the same section throughout, made of 7 x 24 cm 
boards screwed to continuous 15 x 25 cm sleepers which, in turn, rest on 30 x 30 cm posts. Along its approximately 1800 m length 
this promenade defines the limits of the roadway, the Paseo de Andres Segovia, and the Beach, spatially and functionally, and links up 
unique features, like the beads of a necklace, that advance onto the beach to form squares, viewing points, pergolas or platforms. 
These constitute the formal expression of demands or situations which are also unique, at criheal points of the land (rocky ends of the 
beach, river, dry watercourses) or the urbanisation work: squares, crossings, accesses to the beach itselL They become milestones, 
spotlighting and characterising the promenade-path all along its length and presenting images that recall the situations behind the line of 
palm trees that marks off and protects the space of the beach itself. 



WOODEN PLATFORMS AND PERGOLAS 

Where the urbanisation process has laid out crossings of the Paseo Andres Segovia or where 'chambaos' and beach services huts have 

sprung up in the course of time, the project constructs wooden platforms at promenade level that constitute true meeting points for the 

vanous stretches of the path and, perpendicular to the path, 1,25 m wide walkways to the edge of the sea that overcome the problem 

of walking over the pebble beach. 

The promenade path is dotted with wider resting places where bougainviRea-covered pergolas shade both these and the path. 

THE PALM-TREE SQUARE 

A 65 x 22.5 m platform acts as a square and serves to reinforce this unique spot and turn it into a real Urban Room. A grove of palm 

trees protects it from the sun and decorates it. making it a small oasis that can be viewed from the open beach area. 



THE BOULEVARDPIER 

A wooden path is laid above the Rambla del Espinar. It starts in the old part of La Herradura as a pedestrian path along the right SKle of 

the canal, serving as a wide pavement that gives access to the buildings of the greenfield urban expansion area. It runs down at the 

same angle as the Rambla then becomes horizontal, rising above the sloping level of the canal and crossing over the Paseo de Andres 

Segovia hke a bridge with a S m span and 4*6 m clearance, enabling vehicles to pass underneath and pedestrians to pass over the 

beach to the Pier on a wooden walkway raised on posts driven into the sand which continues 15 m into the sea* 

The end ol the Boulevard is a 7,5 x 7,5 m square platform, also made of wood, which serves as a viewing point. In its centre a covered, 

enclosed pavilWn acts as a shelter and affords a view over the beach and the sea. 
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"Sonidos: El Mar Latente" 
Puerto de Onahama Japon 
"Soundings: The Latent Sea' 
Onahama Port. Japan 
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"Sonidos: El Mar Latente' es un proyecto que incorpora el "paisajismo sonoro" a la ordenacibn del borde man'timo, quizes por primera 
vez. El proyecto presenta un carnpo que permite experimentar el mar tanto visual como auditivamente. Lo componen dos eleroentos: 
Onda Onda Onda y UrmTsukushi (totora marina), 

Onda Onda Onda: recinto sonoro. 

La obra permrte al visitante definir su propia relation corporal con el sonido del oceano. 

Umi-Tsukushi (totora marina): orientation sonora 

Esta obra tambiGn compone un campo de dispositivos por donde vagar. Permite al visitante hacer una pausa. agacharse, acercarse. y 

centrarse en el sonido del mar, afinando asi su o*do. 
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'Soundings: The Latent Sea* is a projecl that, perhaps for the first bme in the world, effectively incorporates 'soundscape design* into 
We redevelopment of the waterfront. The project presents a held to experience the sea both visually and auditorily. It consists of two 
elements, Wave Wave Wave and UmiTsukushi (Sea Cat tails! 

Wave Wave Wave: sound enclosure 

The work allows the visitor to freely define his/her bodily relation to the sound of the ocean. 

UmiTsukushi (Sea Cattails): sound orienteering 

The work is also a field of devices to wander through. It affords the visitor to pause; to crouch; to get close and to concentrate on the 

sound of the sea; thus to sharpen his/ her hearing sense 



Onda Onda Onda: 'Onda 3' = "Onda Manna* x *Onda Sonora" x 'Onda Corporar 

Esle gigantesco banco, de aproximadamente 6-8 m de ancho por 76 m de largo, esta srtuado sobre el agua al final de un muelle, 
adentrandose en el mar. El sonido de las olas sube por su superficie ondulada y abultada de malla metaltca expandida, envolviendo el 
visrtante desde multiples direcciones y variando su catidad en funcion de que 6ste estG sentado, lumbado o andando por el mlsmo. 
El sitio es un lugar para cribar los Vestos flotantes de sonido* e incrementar la creatividad de cada uno. Como si encontrara tesoros 
entre las maderas arrojadas a la playa, el visitante crea su 'propio' sonido a parbr del murmutlo del oceano. 

Wave Wave Wave ; "Wave 3* = 'Sea Wave* X 'Sound Wave* X 'Body Wave* 

This giant bench, roughly 6*8 m wide and 76 m long, sits directly above Ihe water at the end ol a wharf protruding into the sea. The 

sound of the waves rises through its undulating and swelling surface of expanded metal screening. It surrounds the visitor from multiple 

directions, changing in quality as he/she sits, reclines, lies or walks along it. 

The site is a place for sifting a 'flotsam oJ sound* to enhance one s creativity. Just as finding treasures among the dnftv/ood that has 

washed ashore, the visitor collects his/her 'own' sound out of the ocean murmur. 
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OrxJa Onda Onda: una vista nociurna 

De noche, suaves variaciones de juegos de luz y sombra/ luces y sombras recorren la superficte ondulada, tluminada desde el interior 

Las sombras en movimiento de los visltantes que escuchan el paisaje sororo, envueltos en una luz p5lida f constituyen un elemento 

importante del paisaje lummoso, stempre cambtante, 

Onda Onda Onda redefine la perception del propio cuerpo y sentidos. 

Tumbado en 61. boca arriba. mirando el cielo, se confunde el sentido de la distancia. 

Aunque la separacidn entre el sonido debajo/detris y su verdadera fuente es de unos dos metres, la dislancia percibida se eomprime y 

fas olas se acercan a unos 20 o 30 centimetres. El visrtante se da cuenta de que solo puede acceder al encuentro con el entorno a 

traves de una expenencia holistica en que varios organos de sentkto ya no permanecen autonomos/absolutos. 



Wave Wave Wave a night view 

Soft variations of light and shadow play across the sweHing surface when lit at night from within. The moving shadow of visitors listening 

to the soundscape m Ihe pale lighting constitutes an important element of the ever changing luminous landscape. 

Wave Wave Wave redefines Ihe visitor's perception of his/ her own body and senses. 

Lying on it with one's lace to the sky obscures his/her sense of distance. Although the space between the sound below/behind and its 

actual source is about two meters, the perceived distance is compressed and the waves draw closer to 20-30 centimeters. The visitor 

realises thai Ihe encounter with Ihe environment is afforded only through a holistic experience where various sense organs remain no 

longer autonomous/absolute. 









Ottaife'raHaitfiiMft/itforf 





s 



Umj TsukusN: Una vista nocturna (Cambio temporal) 

Por la noche, cada dispositivo esta ilummado de forma que aumenta y disminuye el nivel de luz, reaccionando en bempo real al sonido 

de la ola. Parece un organismo luminoso que se niueve con el rrtmo natural de las olas. sincronizando la luz y el sorado. 



Umi-Tsukushi a night view (Temporary change) 

Al night, each device is lit up to bnghien and to dim, reacting real-time to the v/ave sound. It looks like a luminous organism that moves 

with the natural rhythm of the waves, synchronizing the light with the sound. 
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Umi-Tsukushi (totora marina) 
Estos 'estetoscopios marinos" transmiten el sonido de 
las olas de la marea debajo del muelle al paseo 
situado arriba. Con forma de cuemo y ubicados en 
distintas posiciones, crean un campo de 'orientactdn 
sonora* que anima a los visitantes a cavilar sobre el 
nh/el de la marea a partir del sonido que encuentran, 
ajustando la posicibn del cuerpo en relacidn con el 
aparato.„ 

Umt-Tsukushi: Debajo del Paseo 
Captadores de sonklo instatados en distintas 
posiciones en relacidn con las aguas de la marea 
situadas debajo de ellos. 

UmiTsukushi (Sea Cattails) 
These "Sea Stethoscopes* transmit the sound ol tidal 
waves from beneath the wharf to the promenade 
above. Shaped kke a horn and found in various 
positions, they create a field for 'sound orienteering - ; 
the visitors arc introduced to ponder about the level of 
the bde though the sound they encounter, adjusting 
their bodily positions in relation to the apparatus .*. 

UmHsukushi Beneath the Promenade 

Sound collectors installed in varying positions relative 

to the tidal water below. 
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Piscina cubierta en Arzua (A Coruria) 
Indoor swimming pool in Arzua (A Coruna] 

ArquitettOS/ArcMects: 

Antonio Raya. Carlos Quml3n$. Cristtoal Crespo 
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Este edtflcto es Iruto de un 
concur so promovido por la 
Diputactim Provincial de A Coruna, 
Dicho concurso planteaba una serie 
de modelos para repetir en dlversos 
lugares, y por tanto con diferentes 
coodicionantes. El plan preveia 
dotar a todos los murocipios Que 
pudiesen acceder a su gesti6n t de 
unas instalaciones deslinadas a 
piscina cubterta, acompaftadas de 
una serie de dotaciones adicionales 
que inciuyen gtmnasios. saunas, 
solanum y una pequena cafeteria. 
Nueslro pfoyecto se plantea por 
tanto con esa voluntad de repetici6n 
y sin pensar en una ubicacibn 
determinada, mas bien, con un 
cierto escepticismo hacia el posible 
entorno, que deriva en proponer un 
paisaje interior al edifocio, que 
permita incorporar en un momento 
dado las mejores vistas mediante 
aberliras punluales en el muro. Se 
pfeiende tacilrtar en ttxlo momento 
la adaptac»6n de la pteza a las 
condiciofies y dimensiones 
especlftcas de cada posible 
parcel 

Oe este modo, un muro de 
homiigon que delimrta la parcela a 
modo de tapia configura el edtficio 
y convene tos distintos volumenes 
construidos, que se generan en 
lomo a pabos desde los que 
reciben la luz y la ventilacibn* El 
cuerpo que atoja la cateterfa y el 
gimnasio. junto con el de los 
vestuarios, tienen la misma altura 
que el muro y estan unidos por la 
recepcibn que. a su vez, se abre a 
dos patios con drferentes usos. 
Sotxe el muro de hormigdn s6lo 
sobresale el cuerpo de la piscina 
rea&zado en madera con el mismo 
despiece del encofrado, 
conform Sndose ast el positivo. la 
madera, y el negativo, la huella de 
las tabids que sernejan {los 
aspectos del mismo material. El 
volumen de la piscina se eleva 
sobre el muro y se configura a 
modo de una gran caja de madera 
posada sobre la tapia de hormigon. 
La parte inferior se acristala y len la 
zona que no limrta con los 
vestuarios) se abre a un patio que 
le sirve de desahogo visual y 
permite su uso como solarium en 
verano. posibiitando de esta forma 
una gran amplitud visual desde la 
pt$cma; se complementan estos 
huecos bajos con una amplia zona 
superior en la que la madera se gira 
y permite una entrada de luz 
superior. En el recinto de fa piscina 
la madera baja hasta el pavimento y 
se encuentra limpiamente con el 
agua del vaso de piscfla. Bajo el 
cuerpo de piscina se srtua un 
amplio sot/mo en el que se ubican 
todas las instalaciones* 
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This building is the result ol a competition sponsored by A Coruna Provincial 
Council to create a series of models that can be repeated in different places and. 
consequently. In differing conditions. The plan was to provide all the municipalities 
that would be able to run them with an indoor swimming pool and a series of 
additional facilities including gymnasiums, saunas, solariums and a smafl 
cafeteria. 

Our design is therefore based on this intended repeatability rather than having a 
particular place in mind. Indeed, it is somewhat sceptical about the possible 
surroundings and therefore proposes to create a landscape inside the building, 
which can incorporate the best views at will by making openings in the wall at 
appropriate points. The constant aim is to make it easy to adapt the building to 
the specific conditions and dimensions of any possible site* 
A concrete wall fencing off the plot shapes the building and contains the various 
built volumes that arise around courtyards trom which they receive light and 
ventilation, The cafeteria and gymnasium block and the changing room block are 
the same height as the wall and are jomed by the reception area, which opens 
onto two courtyards with different uses. The only volume to rise above the 
concrete wall is the swimming pool, constructed in wood with the same sized 
pieces as the formwork. This sets up a positive pole, the wood, and a negative 
pole, the marks of the boards on the concrete, which therefore seem two 
aspects of the same material The swimming pool block rises above the wall tike 
a great wooden box sitting on the concrete perimeter wall Us lower edge is 
glazed and (except against the changing rooms) opens onto a courtyard thai 
provides visual relief and can be used as a solarium in summer, which gives die 
swimming pool a very wide view. These lower openings are complemented by an 
ample upper area where the wood turns and lets light in from above. In the pool 
area the wood goes down to the floor in a clean meeting with the water in the 
pool Under the pool a large basement holds all the service flstallaborts. 
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U Pisona de La Vail dUixd constituye la primera (ase del proyecto 
ganador del concurso p Comp!ejo Deportivo en La Vail D'Uacd* 
convocado en Junio de 1997. 

Al nuevo complejo debia mcorporarse el pabelldn deportivo existente en 
la parcela de actuacidn* Dectcfonos integrarto en la propuesta junto al 
nuevo potrdeportivo. de tal modo que apoyandonos en sus bloques 
auwliares podr^mos desa^roHar los espaclos coniuntos de control, 
circulaciones y servicios publicos que envolvieran a ambos 
pabellones. De este modo (a disposicion de las ptstas nos permitJa 
obtener una sucesi6n de tres campos deportivos: el existente, el 
nuevo pabellon y las pislas al aire librc. El btoque dc la piscina, con 
diferente gestidn, se separaria de los pabellones, creando un nuevo 
espacio abierto de relacidn entre tos equipamientos del complejo y 
cerrando la parcela al sur. 

Como pequeno fragmento de la ciudad. la prcpuesta introduce tanto al 
exterior como al interior, la jerarqufa de cales y plazas, espacios 
comprimidos y exparKlidos. vacios y lews. No se construye por tanto 
un recinto ajeno a to que le rodea. si no que la relaofln con el entorno 
se manifiesta a trav£s de tos nuevos espacios de reiacifin. 
La presence de las grandes edrficaciones que suponen los habituates 
recintos deportivos se reduce al adaptar el asentamiento del edrfccio en 
el terreno y al utrtzar la o'anta baja de acceso a los ediftcios como 
espacios publicos de mayor acumulacibn de personas. Los 
espectadores amba dominari tos nuevos recintos deportivos. Los 
deportistas, se concentran abajo en el uso deportivo y se envuetveri 
entre muros de hormigon bianco y vtdr 10 con visuales e iluminaoon 
controladas. 

Es por tanlo a partir del lugar y la escala desde donde elaborames la 
propuesta, adecuando las rotundas lormas a la func+on propia de las 
necesidades del programa deportivo. 
El recinto de la piscina se construye desde la seccidn y los 
cerramientos. La relacton entre d espacK> de octividad hacia donde 
m^rar y el ^rea piiblica de espectadores. se establece a trav^s del piano 
super»or horizontal que comparten. El lalso tecto de madera crea asi un 
efecto de contmutdad que ademto comprinra el espacio amba, 
dirigiendo la ateocton nacia el toco central abaio en el agua. Los 
gruesos muros de horm»g6n Wanco envuetven el recinto materiahzardo 
el espacio y se abren ai sw Itftrardo fa densa luz al interior que 
iluminard el espacio principal. 



The VaB dTJW Swimming Pool is the first stage ot the protect that won 
the 'Spo*ts Centre lor La Vail tfUbcd" competition convened m June 
1997. 

The existing sports pavilion on the same site had to be incorporated 
into the new complex. We decided lo integrate it into the design next to 
the new sports centre, using its auxiliary wlumes as a basis for the 
shared control, circulation and public sendees areas surrounding both 
pavifcons. This airangement of the facilities gave us a series of three 
sports areas: the exists pavilion, the new one and the open-air sports 
grounds, while the swimming pool block, under separate management. 
is separated from the pavdions. closing the site to the south and 
creating a new open space that connects the different parts of the 
complex. 

Like a small fragment of the city, the proposal introduces the hierarchy 
of streets and squares, compressed and extended spaces, full ar>d 
empty, into both the exterior and the interior. Consequently, the precinct 
is not set apart from rts surroundings: the rc-ationship with its setting is 
manifested by new areas that relate them. 
The impact of the large buttings that are normally associated with 
sports fac*Ws is reduced By adapting the sibng of the butldng m the 
grounds and using the ground Boor for the entrances to the buddings 
and the pubk spaces where the greatest number of people 
congregate. The spectators above dormate the new sports precincts. 
The sportsmen and women assemble below m the sports areas, 
movwig between white concrete and glass waBs with controlled views 
and lighting. 

Consequently, the proposal is designed around place and scale, fitting 
emphabc forms to their (unction, the requirements of the sports brtel. 
The swimming pool precincts are based on section and envelope. The 
relationship between the public spectator space and the activity space 
to be wewed is established by the upper horizontal plane that they 
share. The wooden ceiling creates an effect of continuity that also 
compresses the space above, directing attention to the central tocos in 
the water below. The thick white concrete wals envelop the enclosure, 
materialising space, and open to the south, filtering its dense light into 
the interior to illuminate the mam space. 
The entrance lobby leads to the reception area and pubbc area floor 
where the stands, cafeteria and public services are located. A ramp 
prolongs the stands and reception desk bay and leads to the sports 




The layout oi the changing rooms follows the functional and rational criteria laid down by the Sports Council regulations. The linear block of changing 
rooms that forms the fust "dry feet' area, with vartfus changing zones. is placed between the structural walls. This leads to the corridor shared with the 
ticket offices, with doorways off it along the passage to the 'wet area* of toilets and showers. Tfts area, set at right angles to the Mock of changing 
rooms, extends beyond the stands area and leads to the pcolside area. 

The (wo pools, multipurpose and learners*, are located in the sports hall. This has a stepped floor plan in order to fit in with the edge of the site. The 
triangular area is 3*5 m lower in height and its roof, pierced by skylights, is at street level. The large white concrete box that stands 5 m high on the 
exterior holds the main swimming pool area, the stands, the reception area and the ramp, 

A large glass wail dwdes the sports area from the public area of the stands, which has different energy requirements. The great hal opens up to the 
south, where the concrete wall gives way to a large portico, inside which a curtain wall acts as an energy-accumulatong fitter The passwe energy control 
is completed by movable screens on the exterior. The sunken area of the swimming pool is framed by the curved wan that encloses the interior 
courtyard. This has a solarium, a garden extension area, at ground Level The staircase that follows the north boundary wall leads from the lobby to the 
administration floor, with offices, toilet, store room and board room, This block rises above the other buddings h the bay parallel to the great nave, ft is 
distinguished by a change in the claddhg material lightened by the use of perforated metal sheets, lis greater openness introduces a reference pomt 
from a distance. 
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Desde el vesbbufo de entrada dccedemos aJ area de recepcidn y a la ptanta publica {nivel 0.00) donde se inco*poran tas gradas, la cafeteria y los 
servicios pubkos. La organization de los vestuarios responde a Cfiterios dc funcionalirJad y racionaidad contemptados per la nocmaliva <te la Cortseieria 
de Deportes. Entre los muros cstmcturales se organza el btoque imeal de vestuanos que define un pnmer 3iea tie p»e$ secos con las cMerenies zonas 
de cambto, Desde ellas accedemos al pasillo comun de taqutfas, que lunoona como dislnbuidor hasta Uegar a la zona humeda de aseos y duchas. 
Los dos vasos. polivaiente y de ensenanza, se siluan dentro de la sala deportiva. AJ adaptarse a los limites de la parcels, presenta un desarrolio irregular 
en ptanta. La superficie triangular, bene un desarrolio rwnor en altura hbre de 3.5 n.. y su cut>*erta perforada con tragakices recupera ei nrvei de ia ealle. 
La gran caja de hormigon Wanco que asoma al exterior en una attura de 5m., accge al interior el area principal de las pisonas. las gradeas. ei area de 
retepcrtn y la rampa* 

El ambrto publico de las gradas, de tfterentes demandas energ6t*cas, so separa del fleportivo por met*o de un gran muro de wdrio, W $ur fa pan sala 
se abre y el muro de hormigdn da paso a un gran pfirtico que al interior mccrpora un muro cor tin a que actua como ftftro atumulador de energia El 
control energebco pasivo se completa con las cetosias ababbtes exteriores. El recinto depnm»do de la p*$cma se enma'ca por ei muro curvo que recoge 
el patio interior que incorpora a rove) un solarium, area ajardmada de expansion. 

Desde el v*sfcbtio la escalera que des)«a por el (two limite al norle nos conduce a la planta tie admnistracidn que incorpora los despachos. aseo, 
a*nac*n y sala de reunibn. Este bloque que se desanoia en la crujia paralela a la gran nave destacari sobre d resto de las edrhcaciones cuatifcandose 
con el camblo de material de revestinWnto, abgerandose con las plancftas de metal perforado e introduc erxlo con su mayor abertura. una referenda en 
la fctarcia. 
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La amplfacidn de up po'ideportivo exisfente con una piscina 
cubterta se resue/ve con dos catas de disfmto cardcter La interior, 
de panos acnstalados, recoge. en alto, el votumen de la piscma. 
La exterior, una cesta de piezas aptfadas de hormigon 
prefahocado, se ensancha productendo distinlos espacfos entre 
ambas caras, llegando en una de ellas a detimitar un espacro 
semiabierto que ordena el acceso al con/unto. Desde eJ interior se 
■■■en Jos arbofes cercanos, quedando velada fa wsfa de la piscma 
desde tos campos extenores, excepto al anochecer, cuando el 
editiao aparece como un lanal ituwinado. 

El Centro de Natation de San Fernando de Henares viene a 
completar una instalacion deportiva municipal formada por 
dfferentes edificaciones, de baja catidad, macladas por el paso 
del liempo. El conjunto, situado fuera del casco urbano al 
noroeste de la ciudad. se desarrolla a to largo del Pasco de los 
Pinos en la proximidad del rio Henares. 
Con un esquema de funcionamiento elemental, el ceniro de 
natacidn se orgamza de acuerdo a una estructura lineal, 
disponiendo sucesivamente los diferentes elementos que lo 
conliguran: vestibulo de conexidn. nucleo de vestuanos y aseos. 
vaso de ensenanza y vaso polivalente. 
La nueva conslruccibn se materials en el exterior, como una 
gran cesta tormada por traviesas de hormigon prefabricado, que 
se sttua paralela al Paseo de los Pinos umficando el acceso a los 
Ires edincios en el extreme norte de la nueva edrticactin. mediante 
un pequeno porche que da paso a un vesttoulo comun. 
Debido a la proximidad del nh/el fredbco.la edrficaci6n se levania 
sobre el lerreno, tocahzando el centre de nataoon en primera 
planta, y dejando la planta baja de la nueva edtficaciOn dedicada a 
almacenamiento e instalaciones* Con esta soluctin se consigue 
miugar los probtemas denvados de la vecindad del rio Henares. 
concediendo a la sala principal una situacidn predominate 
respecto at degradado entofno, al propictan desde el interior, una 
vision mas nfoda del honzonte y el arbolado prbwmo. 
La cesta de travtesas pretabricadas desdibuja el limite de la propia 
construccidn; Por el dia, la sala y el vestibulo toman luz, del 
exterior, a traves del fiitro de la lachada; Por la noche. el edilioo 
aparece como un (anal iluminado. que sirve de evanescenle 
referenda a las personas que caminan por el Paseo de los Pinos. 



The addition of a covered swimming poof to an existing sports 
centre was solved with fwo boxes of differing character. The 
inner, glass walled one froJds the volume ol the swimming pooJ 
on high, wtote the outer one, a basket of sfached^p 
prefabricated concrete pieces, widens out to form different 
spaces between its two faces. One of these reaches out to 
mark off a semhopen space which organises the entrance to 
the complex. The nearby trees can be seen from ifie interior 
but the swimming pool cannot be seen from the sports fteWs 

outs'de, except at mght t when the bwldmg stands out Wte a At 
beacon. 

The San Hernando de Henares Swimming Centre completes 
the municipal sports installations, made up o( various low- 
quality buildings that are stiowing the marks o( lime. The 
complex is sited outside the town centre to the northeast, 
lining the Paseo de los Pinos in the vtcinity ol the River 
Henares. 

The functional scheme of the swimming centre is basic- It is 
arranged into a linear structure where the different parts are 
laid out in succession: connecting lobby changing room and 
toilet nucleus, teaching poot and multipurpose pool. 
From the exterior, the new building takes the form of a large 
basket made of prefabricated concrete beans. It stands 
parallel to the Paseo de los Pinos, unifying the entrance to the 
three buildings at the north end of the new building by means 
of a small porch that leads into a shared lobby* 
Because the water table is very high, the building is raised 
above the ground, placing the swimming centre on the first 
floor and leaving the ground floor of the new building lor 
storerooms and installations. This mitigates the problems 
caused by the vicinity of the river Henares and gives the main 
pool area a dominant position in its run-down surroundings, 
offering a clearer view from the interior of the horizon and the 
nearby trees. 

The basketwork of prefabricated beams blurs the edge of the 
construction itself. By day, the pool area and lobby are lit from 
the exterior through the filter of the facade. By night, the 
building rises up like a lit beacon, serving as a passing 
landmark to those who walk along the Paseo de los Pinos. 
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Centro de Natacion en San Fernando de Henares (Madrid) 
Swimming Pool in San Fernando de Henares (Madrid) 
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Centra de Hidroterapia en Montanejos (Castellon) 
Hydrotherapy Centre in Montanejos (Castellon) 
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El edificto del Centro de Hidroterapia de 

Montanejos se srtua en un solar cuyo 

lado norte recae al ho Mijares. El 

programa se organiza mediante una 

distribution en planta vertebrada en 

torno a un corredor principal que va 

desde la fachada a la calle hasta la 

fachada ai no. En este corredor se 

situan los elementos fijos y de 

circulacion (escaleras, ascensor, 

aseos), y de 61 arrancan los corredores 

secundarios que conducen a las 

dtversas dependencies. Al corredor 

principal solo puede acceder el publico 

a traves del filtro de los vestuarios* que 

se situan como p*eza intermedia eirtre 

la 2ona de recepcrcn y las 

dependencies inleriores del edifice. 

El acceso al edtficio se sitiia en su lado 

este. El vestibulo es pasante. y sus 

ampJias cnstaleras se abren al paisaje y 

al rio. dejando como espacio fibre de la 

parcela una terraza que enlaza con el 

paseo de bajada al rio. 

La piscina es la pieza central del 

edificio, configurada como un espacio 

de doble altura al que vuelcan 

corredores acnstaiados en la planta 

superior. 

La fachada norte, al rio, esta 

acristalada. lo que permite obtener en 

las dependencias principals del edificio 

unas magnificas vistas sobre el paisaje 

natural circundante. La fachada al sur, 

recayenie a la carretera, forma un 

piano acabado en monocapa bianco 

con dos rasgaduras horizontales 

correspondents a ventanaies corridos 

en planta baja y primera, ventanaies a 

una altura que ewte vistas sobre el 

interior. El vestibulo de acceso aparece 

como elemento drferenuado en esta 

fachada, tratado como elemento 

acristalado cubierto por una 

marquesina. 
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The rrver Mijares runs along the northern edge of the site of the Montanejos Hydrotherapy Centre building. Tlie distribution of the br^el is 

organised by a floor plan that revolves around a main corridor running from the street facade to the river facade. The fixed and 

circulation elements [stairs, lift, toilets) are placed on this corridor and the secondary corridors leading to the other rooms m the building 

run off it. The public can only reach the mam corridor through the filter of the changing rooms, which are placed in an intermediate 

position between the reception area and the inner spaces of the building. 

The entrance to the building is placed on the east side. The lobby acts as an interchange, tts large expanse of glazing opens onto the 

landscape and the river leaving an open space m the grounds, a terrace that links up with the path down to the river. 

The pool is the focal point of the building. This double height space is overlooked by the glazed corridors on the upper floor 

The north facade overlooks the river and is glazed, giving magnificent views over the surrounding countryside from the main parts of the 

building. The south facade faces onto the road and is finished with a uniform layer of white, formmg a plane with two horizontal slits for 

the continuous strip of windows on the ground and first floors. They are placed at a height that avoids any view of the interior. The 

entrance lobby is a differentiated element tn this elevation, a glazed area covered by a canopy. 
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Propuestas preliminares para la creaciCn de un parque de 
relajacion en el tfifmino municipal de Torrevieja. 

Construccion de una pequena colina 
Se plantea la construction de una cotina de pendlente 
suave cubierta por un paisaje verde. El paisaje evoca a la 
nai jrateza en su estado prisbno recreado para proveer un 
lugar que responda al contexto siguiendo la geografia y las 
formas onduladas haciendo eco del entorno de la Laguna 
de Torrevieja y de la Mata. 

Arquitectura ligera como el viento 
La arquitectura se asemeja y funde con el fiujo del 
onduiante paisaje. La intencitin de que la arquitectura no 
se imponga contra el paisaje hard conciliar la construcci6n 
con la naturaleza. La creacibn de una arquitectura ligera y 
sub) participate respetuosamente junto a la naturaleza 
brindando nuevos signHicados y fundones al sitio. 

Cuerpo humano en armonia y descanso. 

Se propone crear lugares para el bienestar y la salud tanto 

del cuerpo como de la mente humana. 

Esto se logra a partir de la sintonia entre el espacio 

otorgado por ta Laguna y el espacio construido que busca 

recrear la naturaleza. 

Al proponer distintas (unciones y espacios variados se 

permite crear una fluidez a favor de los visitantes, 

otorgSndoles disbntos recorndos y paisajes que les 

pemutan comunicarse con el entomo. Los recorridos 

(orman parte del ejercick) y conciencia del cuerpo. 

Materials. 

Se busca crear un paisaje en consonancia con las 
actividades humanas y con las caracterfsticas del lugar, 
Esto se logra a partir del uso de distintos materiales tales 
como luz natural, tierra. arena, piedra. vegetacion y arboles, 
permitiendo que el sitio se enriquezca con los cambios 
naturales de cada material y con el drfllogo entre ellos. 



Preliminary proposals (or the creation ol a 
Relaxation park In Hie municipal area ol 
Torrevieja, 

Creation of a gentle hill 
Wrth its gentty rolling greens, the landscape 
evokes an abandoned nature to De re-created. It 
will provide a place for relaxation tor the 
citizens. The shape of the hill, similar to sand 
with its ripple pattern, responds to the 
geographical features of the surroundings of the 
Lagoon of Torrevieja and la Mata 

Architecture of airy lighteness 
The architecture assimilates and blends with the 
landscape in its wavy spreading flow, The 
intention ol minimum treatment ol architecture 
derives from the concealed aesthetic sense of 
nature, giving new functions and meanings to 
the place. 

Human body in natural relaxation and rest 
It is the gift of the lagoon to provide places for 
healing the human mind and physical body* 
Placing various functions and places apart from 
each other enables people to walk around in the 
park and commune wrth nature. The walks also 
form part of the exercise and treatment of the 
body. 

Materials 

It is intended to create a natural landscape in 
conspiracy with people's activities and the 
characteristics of the place. This will be 
achieved by using various materials such as 
natural light, soil, sand, addrtional green, stone 
and trees tn such a way that they change 
continuously and sMI relate. 





Parque de la relajacion. Torrevieja (Alicante] 
Relaxation Park. Torrevieja (Alicante) 
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Blur Building. Expo 2002. 
Yverdon-les-Bains Suiza/Switzerland 
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El Blur Budding es un pabellon roediatico para la Expo 2002 en Suiza, Se situa en un extremo del lago Neuchalel. en Yverdon -les-Bains. 
Suiza. El pabelldn estfl configurado por agua del lago, fillrada y lanzada en una niebia de diminutas gotas por 29.000 boquilfas de 
nebulizaci6n, creando una nube artificial que mkJe 300 pies de ancho por 200 pies de profundo por 65 pies de alio [91,44 x 60,96 x 
19,81 m.|, Incorpora una estaridn meteorotogica que control la pfoduccidn de niebia en funcibn de las variaciones en las condKKHies 
climatoldgtcas. (ales como la temperatura. la humedad, la diretctin y la velocidad del viento* El publico accede a Blur mediante un 
puenle en forma de rampa. La rampa. de 400 pies de longitud 1121,92 m.l f deja a los visitantes en el centro de la masa nebutosa. en 
una gran platalorma al aire libre donde pueden moverse libremente. Las referencias visuales y acusticas se borran en el camino hacia l< 
niebia. dejando solo una "tormenta blanca* tipfaca y el "ruido bianco* de la pulsacitin de las bOQuiHas de agua. 
Antes de entrar en la nube. cada visitante responde a un cuestionano. un perfil de personatidad, y recibe un *braincoat* (impermeable 
inteligente). El impermeable prolege del entomo humedo y almacena los dalos de la personalidad para la comumcactin con la red 
inform^bca de la nube. El empleo de lecnotogias de localization y seguirmento permlte Identiftcar la posicidm de cada visitante y 
comparar su perfil con el de cualquier otro visitante. Al pasar un visitante junto a otro. los mpermeables compararAn sus respectivos 
perliles y cambiardn de color para tndicar el grado de atraecibn o repulsion, como rubon?andose. El sistema permite la interaccidn de 
400 visrtantes a la vez. Los visrtantes pueden subtr a otro nivel. al Bar del Angel siiuado en la cima, El ascenso final, el momenio de 
salir de la capa de nube y alcanzar el cielo abierto. se asemeja a la sensation de volar, Aquf los visrtantes pueden relajarse, mirar el 
panorama y elegir enlre una extensa selection de aguas comertiales. aguas municipales de los capitales del mundo y aguas glaciales, 
Por la ficche. la niebia luncionara como una espesa, pantalta de video dinamica , 
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The Blur Building is a media pavilion for Swiss Expo 2002. It is situated at the base of Lake Neuchatel in Yverdon-les<Bains, Switzerland. 
The pavilion is made of filtered lake water shot as a fine mist through 29,000 fog nozzles creating an artificial cloud that measures 300 
feet wide by 200 feet deep by 65 feet high. A built-in weather station controls fog output in response to shifting climatic conditions such 
as temperature, humidity, wind direction, and wind speed. The public can approach Btur via a ramped bridge. The 400 foot long ramp 
deposits visitors at the center of the fog mass onto a large open-air platform where movement is unregulated. Visual and acoustical 
references are erased along the journey toward the fog leaving only an optical "white-out" and the 'white-noise' of pulsing water nozzles. 
Prior to entering the cloud, each visitor responds to a questionnaire/character profile and receives a Txaincoat* (smart raincoat). The 
coat Is used as protection from the wet environment and storage of the personality data for communication with the cloud's computer 
network. Using tracking and location technologies, each visitor's position can be identified and their character 
profiles compared to any other visitor As visitors pass one another, their coats will compare profiles and change color indicating the 
degree of attraction or repulsion, much like an involuntary Mush, The system allows interaction among 400 visitors at any time. 
Visitors can climb another level to the Angel Bar at the summit The final ascent resembles the sensation of llight as one pierces through 
the cloud layer to the open sky. Here, visitors relax, take in the view, and choose from a large selection of commercial waters, municipal 
waters from world capitals, and glacial waters. At night, the fog win function as a dynamic and thick wleo screen. 






**&<■>- « **tfWf jfifrtftor 31 tf*r 



Ute* *bt ronWrvTVt^ltMt 





irpp-*** rtHpAtorc* 






-tf ^*tfY*T? BtdK 










Brfrj(H*%*e:* 



?f7?TT9t**ctVtV«4*tf 








tec* tonMii^i^ir * *j< mop 







*<«. \ 



fe^ 




Wt* 



t c 



a . - -- 




uk 9 




4 . 



-V: 




_ -"-la. 1 . J;.'- 

^i I I Mil IIPVHI III 



■■■■■",■»_■■ * ' ■■» 

■ t v •■.;i — \y.\r-' 




1 * .•" - 1 . '• * 




s 



in [ I 



!•- 1 1 * 



• a i 



^ I ■ 

* ■ ...*.... tn 

■ ■■■■■ a t^iB i a • ■ • • • mm 

■••:■- 



■i >.•: ■.•■/* 

■ ■ %.. ■■■■ » '. * * j ^y , 
• ^ » . • ■ * . » 



. . •m, mmw 




m " 

V. • .\ • . - , -.i 

*... / • a , • ' . 

... v ♦ •- 



nV^i> 



• ••■■ Hi ** i.i 

_ L -—J s ••• 

a I mi mail ■ ■■ 

w " "■"■,■ ■-■ ■•■■tiFiflpj 

* # - • ■ 



■i'-"^y:-''^ 






• 






■ 



r. t - - * • * - ■ 




%TO A i*ta*^*co*-f :*■* 



WETLAND: Una solucion urbana 
para vivir con el agua. 

Tom Mosse* - Esther Gonzalez Aurtgruc ■ Bwt flaw 
Prvncf prtnto de IJb category de Urbanrsmo y AfQuteeliM 
en H COftCurso **nphfoous Ijvng * WyJ 2000. 



HI radio dc giro tic la vivienda pnipnrcinna un espatio ltl>rc alrcdcdor dc I.i 
ruiMiu equivalent a una parccla en ucrra firmt. gjrantiundn a su vc/. las 
disrancUs entfe viviendas y Us jhcniirat en tranta urhana. Fn licinpu dc marca 
baja, d opacio mbano scri cl rcllvjo del ultimo movimicnto dc U* tornence* 
nuriruv, dd vicnto o dc U deceion individual dc MS habitames. 
[ . is viviendas son elcmentm priclicarncntc aufrinorons. A irjsn drl punro dc 
,i ni i.ni- k nxibcn l.u jcomciidi^ dc Ki; y igiu poublr* I j rcvueida dc jj;iu\ 
^iiciav *c icJi/-i en (omv n'ptk-u Ninlnpicj* pfctlihriuidj%. liuuiLu en la Kivc dc 
l<«\ cdiljum. iunin A Ini um]tic\ dc rctitgidj dc plitvialci y jgtu% uncidii. i ■ 
^\*gcuciun dc cuhicita y fachadj jdcnii^ dc a^ttur como aivUncc. \\i\x como 
"camptt" dc dcpuntciun dc Jgua\ gntcv lav (clccomunu j*.i- mc\ Ikv.ni a ira\T» 
dc la red dc movilcs* 

la red viiru y j<ccki> a Wetland tc rcali/an |H>r dntiniot nKd«K vrpun cl 
imtvimicmo del ayiu. Kn fiemj>o dc marca haja, 1m accoo% M>n a pic; en 
biciclcta tfnln urrcnu o bicn en enchc. Una red viaru formada por ruia* 
VcujcR Prida* con malla/ii\ dc i«S|icd t|i*c aauan como cokbono Mibrc lis 
HUttl I ■•■■■- -. - "- ■ ■- pcrmitc cirLiilar bsuv viai otdn coiK\tada.% con un DUfftU 
mininto dc tarrc'crat Hoiantc^ <|iic conduccn al tiMcnu dc carrctcros 
comafLalcv Kn licmpo dc nurca atu Ut carrctcrav lliuanto UWan al vmunir i 
Im eint>arcadcr«>i-pafking dondc barco*. tixii-baKi^ Imik^ barco,,. conun d 
rclox* dc! Mucnu citcuUiorio. Est* red acuiitca cv muy uttlizada en U 
Jiiiialtdad en ciudadi^ IiobiidcvL^^ 

Lett lu|Uipai memos umbicn ticnen \u lugar en cma cMnieuira nrl>ana 4 trcando 
uis corrctponilicmcs pareda> iircularcv con un puniO dc anurrc y 
pruduci^ndow ^randes v*rim a su alrcdcdor t|uc cnBtiun la sin^ularidad dc 
i-fiis clcmcnfos comunci: la Iglciu conuguc a*i su pla/a: d eolcgiu mi 
<4irrespondicmc nxrcu»* ctC- 

Wcfland tc convicne J*i en *un arthipKljjo" donde lia pldo d agua cl pUfHO 
dc pallida. 

r < i »;n*' rcaltfar una anuacion tirbatia icduciendo al ma\ifm» luv cosies dc 
urbani/avion c infracMiintura\: manicnicndo cl palvije iniaxto y con la 
pmibilidad "reversible", a bajos coslc». del du dc manaiia. solver a coriWfWH 
en mi parage natural^ i ■ m s - - cunsc^uir una solution ufbana s>un mis varirdad, 
nxis ^pacio librc, que rcspcic cl medio ambicntc aibptinslosc a sus consxanic^ 
cambtos y adcmii sea accpublc para todo upo dc ecum»mu*?. 
tn Wetland sc parte dd icorema dc Ah|uimtdcv por cl tual potiemm deeir, 
<|iic una dctcrminada eamidad dc ticrra o agua, k* puede sustimir poi un 
ikhjcio con el misiuo jv^» Istc nrineipio univer?.at nos ncrmifc cs'itar las 
cmtnsMs cimcntacioucs con ptlotcs y Ins icllcnifcs dc arena, pcrmliicndonos la 
cownicddn MlchttO en letCClWl |scnnanemcmcmc humcikn, 
Wcrland <^ uiu Lumhinacion dc (saivijcs hurnedas eon los niveles tnrilieos 
sloitnros present in en d tcrreno holaiuies: d pt>Idcr eon un nivel freiiko a Mi 
cm sobic ratanic; la Jona antcr«»r al tltqiic inundahlc do* sx\cs al Aha y U 
7-ona dc "calls" o,uc pcrnuncce l*aji> cl agua dos vece* al du. Aqui no se lucha 
contra cl agua, sino que sc utili/a. 

Wetland ofresc nuevas ripologUv urbana*. Vivicndfts que lloian, viviendas que 
"absorben* los mtiviititcnlos del agua c uicluso viviendas o*mo Lis dc Marked, 
m unliable** en planra baja. 
Son Us 7nnav dc "antes dd dique* y la tool tie ~cala*~. Us que nus insjun a 
enrar una nucva alicrnativa. (>sn*istc en adapiamos a lo* mnsimtcntus del 
agua. Nos alejamos dc U tipologfa dc vivicndas lliuanics amarradas a un 
emtunadern, para pioponcf clcnieiilos 'sucllos" en d paiufc anclados a un 
punto. Asiconscguimos darle a la vivienda o cquipamicmo una liltenad dc 
movimiciHo dentro dc un radio dc giro detenninado por el lamanu del 
dementi' ihisnio* Bstc mostmicutu puede scr librc scgun la eorricmc o cl 
vtenio. o bicn votuntario segun Us rncjores vtvrav la orientacion o 
simplcmcnte segtin el gustn del propictano. que fijara su sisienda en un puma 
dctcrminido. 
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WETLAND: An urban solution to 
living with water 



Tom Mossd Esther Granule/ Aurtyridc Berl Fwa 

Ftfsl Pine, Town Planning jtkI Architecture category, 'Amphibious living* 

competition, April 2000. 



How can we rrraw -in urban development thai cuts urbanisation jnj 
inlnsinitiur* costs to the minimum, keeps the landscape intact and 
maintains (he option of "revetting* ii ac any lime cheaply, turning tt 
back int«i a narunl landscape? How can we achieve an urban solution 
witli more variety, more free space, that respects the environment, 
adapting 10 its constant changes, and, moreover, that all types of 
pocket can afford? 

Wetland is ha,scd on Archimedes' 1 linn em, in other words, J certain 
quantity of earth 4ir water can Ik replaced by an object of the ume 
wclght. Tim universal prim iple makes it possible 10 do away with 
expensive sand infilling and piled foundations and so to build even 
on permanently wv( land. 

Wetland 1* a combination of wetland landscape* with different water 
level* ihar represent ihe Dutch landscape: the polden. where the ground 
levd is Ml cm bdow that of the water, the water niralm\. which flood 
twice a year, and the creeks, which aic under water twice a day. Hen: 
then* is no struggle against the water, it is turned to good use* 
Wetland oilers new urban typologies, (looses that float, houses that 
"absorb" the moveinetii of the water and even houses like those of 
Markeu. which have "floodable" ground floors* 
The water meadow and creek zones are those which invite the 
< iuii nut ol a new alternative. This consist* in adapting to rhc 
movement of the water, Kathcr than the (loating-house-tied-up-to-a- 
jetty type, W piopose to "loose tbem in the landscape, anchored ro 
a point- In (Ins way. the house or service building will he free 10 
move within a radius deuTmided by its own size. It may move freely 
with the current* ur the wind or may Ik* moved at will to take 
advantage of the he*r view, the pmmon of the sun or simply at the 
whim til rhe owner, who fixe* the dwelling at a particular point* 
Hie radius uf movement of ihe house makes an open space around it 
equivalent to ihe plot on dry land while maintaining lite distances 
between the houses and the open sruccs of an urban layout. At low 
tide, the urban space will reflect rhe last movement of the sea 
currents or the wind or the inhabitants' choice. 
I he houses arc practically autonomous. IJcctricity and drinking 
water an* supplied through the anchoring post. The sewage goes into 
prefabricated biological septic tanks located in the base ol the 
building In-side the rainwater collection tank and treated water tank. 
As well as providing insulation, the vegetation on the roof and 
elevations also acts as a "field" to purify the waste water. The cellular 
nviwoik is used for telecommunications. 
I he road network and access to Wetland rake different forms 
depending on the movement of the water At low tide, access h on 
loot or by cross-country bicycle or ear. A network of given routes 
nude of turfed mesh laid like cushions over the wetlands makes 
circulation possible. These grass tracks arc connected to a minimal 
network of floating roads leading in ihe local road system. Ar high 
ride, the floating roads take visitors to the parking jetties where boats, 
taci IxmIs. bus-boats etc, take over* The water-way network is already 
much used 111 Dutch nwvns. 

Service buildings also have their place in this urban structure, 
1 letting their OWN circular plots around their mooring points. Large 
empty spaces around ihem emphasise the uniqueness of these shared 
facilities, so the church has its square, rhe school its school yard, etc. 
Wcrlatid thus becomes an "archipelago" on ihe water thai inspired it + 
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Museo Valenciano de la llustracion 
Valencian Museum of the Enlightenment 



AfQuittctos/ArchitecIs: 

Gofemio Vdzquez Consuegra, Pedro Did? e ftgo Casero 



LoU fttiv*, M. '■ j;gje; Comuefirx Ped'O Ciro y Sir* Cotta 

Consul on* <J» *ttn«t^«/£&uctitf J* co^otucy: 

IMSUUB 

DttcctCm de cfc* a/5fe Uwuje*<tW; 
G Vjiqut* Coisuegr* 

CcbtaackwvPi-ctrct j*u*tjnte: 
U. Vucptf ConuM|(r< y J. ( itt*r; 







La obligada aceptaaon del perimetro de edrticacion como base do parbda para el proyecto va a ser elemento sustantivo en la 
configuration de la forma y el control de la voiumetria del edificio. Poi tanlo, forma y volumetria venian predelerminadas por las bases 
del concurso que da origen al encargo de este proyecto y habr^n de ser hgeros movimientos sobre este perfil -vuelos. retranqueos- los 
unicos mecanismos formales que van a permitir a la propuesta escapar del rfgldo y estricto perimetro dibuiado por la normative. 
El edificio propone una imagen unitaria y compacta (rente a una concepcidn mis fragmentary sugerida por el programa y el 
planeamiento. Se plantean, en tineas generates, dos votumenes alargados dispuestos casi en paralelo: el primero de ellos, mas largo y 
anguloso alberga la secuencia de recintos exposihvos organizados en rampas muy suaves que constituyen la exposition permanente del 
Museo t al tiempo que el segundo se resen/ara a las funciones mas internas de la institution. Ambos se conectan por un p*eza 
intermedia que incluye el vestibulo general del Museo. Un espacio de gran magnitud abierto a la verdura exuberante del iardin contiguo. 
La localization del acceso principal bajo el propto edificio, que supone perforar la pieza mas larga a fin de poner en comunicaciOn las 
dos areas ajardinadas muestra el interns del proyecto por dotar a la arqintectura propuesta de un cierto ceracter urbano, o dicho de 
ofra manera, de poner de relieve la cualidad urbana de lo arquitectonico. Edificio-pasaje que permitirA estaWecer ahora una relation 
fluida y permeable en su entorno arbolado a la vez que dewene en telon de fondo de los jardines del Hospital. 








The requirement to accept the building area perimeter as the projects starting point was a substantive factor in shaping the 
buildings form and controlling its volume. Consequently, form and volume were predetermined by the rules of the 
competition that led to this protect being commissioned. Slight movements in the outline - projections, indentations - were the 
only formal mechanisms that allowed the design to escape from the strict, rigid perimeter established by the regulations. 
The building gives a compact, unitary image rather than the more fragmentary concept suggested by the brief and the plans. 
In broad outline, two long volumes are arranged nearly parallel to each other The first, longer and more angular, holds the 
sequence of exhibition areas arranged along very gradual ramps that constitutes the Museum s permanent exhibition while 
the second is reserved for the more internal functions of the Museum. A very large area opens onto the exuberant vegetation 
of the nearby garden. 

Locating the main entrance under the building, which involves piercing the longer volume to communicate the two garden 
areas, demonstrates the project's interest in giving the proposed architecture a certain urban character or f to put it another 
way, m emphasising the urban quality of the architecture. It becomes a passage building that allows fluid, permeable 
relations between the areas of its tree-planted setting and becomes the backdrop to the Hospital gardens. 
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Ornament 

i Transversalitat 

Ornament 

and Cross-disciplinarity 
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El ornamento sicmprc ha sido ntotivo dc controversia y cfclicamcntc 
ha ido aparccicndo y icaparccicndo en el panorama del debate 
cultural arquitcctdnico, en los difcrentes momentos dc Li historia 
modcrna y siemprc dc mancra apasionada, en la que defensores y 
drtraciorcs han convertido el mo o la ausencia dc la ornamentacidn, 
no solo en una considcracidn cstcttca. sino en una cucstion 
ideologic* o clica hasta llcgar a convcrrirlo en ocasioncs en dogma* 
En cuanto a b transvcrsalidad cntrc las mo, la posibilidad dc 
intcracciono integracion emrc cllas, cl cruccde las difcrentes 
discipline en cl quchacer arquiicctonico, ha sido el tema rccurrcntc y 
en la actualidad, los principales ideologos y aiucos dc la arqmtectura 
insisten en la idea dc que cl mestizajc dc la* artcs scni la base dc lis 
arquitecuiras que sc dcsarrollarin en los proximo* afios. 
Si arquitcctura cs haccr que una idea abstracta sc convicrca en una 
forma concrcta median tc un proceso con«ruciis*o; a lo largo del 
proceso arquitccntaico se van supcrponiendo momenros creativos, 
tccnicos y cstructurales ;cn que momento aparccc el ornamento? 
{Cuil O SU significado social c hist6rico? ;Aparccc ya el ornamento 
en el primer dibujo que condensa y valida la primcra lav del trabajo 
proyectuah y que al scr insrantinco la mano dibuja a la velocidad del 
pensamiento? ;Qu* rclacWn sc csrablccc cntre cl que lo provoca y cl 
especudor? Tratarcmos dc indagar si cl ornamento csti en el edificio 
o en la mirada del que lo conrempla. 

Cuando la mirada no consigue atrapar la iccntca dc una forma o no 
lc atribuyc un senrido paw a ser ornamento 1 . fcste scrfa lo que 
cspccifica o personalia un edificio, la transaction entre lo crcativo y 
lo constructive* una posicion indefiniblc como hibrido entrc lo 
tecnico y lo artfatico. Para John Ruskin cl ornamento aparccc como 
mediacidn cntrc la tecnica y el arte "la arquitcctura aparccc cuando y 
donde haya un trabajo que eie* de mis. imlrilmcntc aplicado^- 
Los gricgos impusicron leyes al ornamento hasta el cxtremo. que 
llcgaron a cstructuraliur la forma, exactamente cl fendmeno in verso 
al que sc produce en dcicrminadas arquitccturas actuals en las que 
sc da forma omamentada a la estructura. 
El ornamento dcrivado del latin onxamentum, tcimino que sc 
rclaciona con el anc, la cstctka o lo decorarivo. devicne en origen 
como la aplicacidn dc gcomctrias, morivos floralcs, del mundo 
animal o antropomdrfico. Scgiin Kent Bloomer, ornamentista 
amcricann contcmporinco f la sinraxis del ornamento cs abstracra y su 
vocabutario figurative 



Omamcni has always been a controversial subject. It has 
surfaced and resurfaced cyclically in the panorama of cultural 
debates on architecture at various moments in ituKlern history 
and has always aroused strong passions. |*or defenders and 
detractors alike, the use or absence of ornamentation has 
become not just an aesthetic consideration but an ideological 
or ethical question, even a dogma at times. 
Cross-disc iplinariiy among ihc arts, the possibility of 
interaction or integration between them, a cross Ixrtween the 
various discipline* in architectural work, has been the 
recurring theme and nowadays the main architccrural 
ideologues and critics insist that the mingling of the arts will 
he the basis of the architectures that develop in coming years. 
If architecture means turning an abstract idea into a concrcre 
form by means of a building process and creative, ccchnical 
and structural pluses arc successively superimposed during the 
architectural process* at what moment docs ornament appear? 
What is its social and historical significance? Is ornament 
already present in the first drawing that condenses and 
validates the first stage of the design proeev*, the 
mstaiiraucous one that the hand draws at the speed of 
thought? What is the relationship between the person who 
gives rise to ii and the viewer? l^ct us try to discover whether 
the omamenr is in the building or in the eye of the beholder. 
When the eye cannot catch ihe technique of J form or cannot 
make sense of it, it becomes an ornament 1 . l : or John Ruslun. 
ornament is the mediator between technique and an: 
"architecture appears when and where there Is superfluous 
work, uselessly applied". 

The Greeks laid down laws of ornament to ihe point where 
they structured the form. Exactly the opposite phenomenon is 
found in certain presenr-day architectures where ornamented 
form is given to ihc structure. 

'Ornament', which comes from the larin % ont^mftaum\ a 
icmi that is related to an, aesthecics or wath is decorative, 
originally evolved as the aptication of geometrical, floral, 
animal or anthropomorphic motifs. According to Kent 
Rloomcr, a contemporary American ornamentalist* the syntax 
of ornament is abstract and its vocabulary is figurative. 



Como caplka Rcg,is Dcbrav en "Vida y mucrtc de l.i imagen" lo que hoy llamamos obra de arte, en la antigucdad y el mcdiocst> cran 

principalmentc manifestacioncs simbdlko* y mfatkas". Art* & Crafti, movimicnto ingles dc 1870 propone interprctar cl oinamcnto a traves 

del cstudio dc la naturalcu. Vcinricinco aftos mis tardc estas investigacioms conduciran a la* forma* organ itas y convulsivas del Art Nuveau. 

EM/* dta* inccntari fundir funcion y ornamento, lo arcaico y lo futurisra\ F.n 1901 Van dc Vcldc hacia una distincidn cntrc la 

ornanicntacion y cl ornamento. para cl la primcra consisria en aplicacion. y cl scgundo *c convcrria en un medio dc revdar las fucrzas 

csrrucmralcs interna* o la identidad funcional dc una forma. 

Si la caudc Tristan Trara en el Parfsde 1927 era tosi un manifiestosobrc b ausenciade ornamentation, los cscritos de Adolf Loo* y en 

paifinihf HI confcrcncb en 1908 "Ornamcnco y Crimen" rrvclan la posicion dc la.* vanguardias dc principios dc siglo. Entrcsacare algunas dc 

las ascveracionc* contcnidas en dtcho manifiesto: " La cvolueidn dc la cultura es proportional a la desaparicion del ornamcnco"/.../ "la 

omamentacidn cs un impulse primitivo aculiural" /.../ *lat ausencia de ornamenio es fucrza intclec tu.il " Pudrfamos pucs eondensar en oiu 

de sus frases. b vision que como arte aplkado tenia dc la ornanicntacion ** El anc busca librarse de hi profanacion cmancjpindose de su 

jplicicion". 

Hoy cui un Mglo despue* dc aquclb confcrcncia. b ornamcntaci6n ya no U nos prescnta como arte aplicado, si no que *c mezeb 

Intimamcnic en cl origen dc la* proposicioncs artiuitcctonieas. convirtitndosc cl ornamcnco en parte inhcrcntc del uibstrato cultural > T 

ramhicn del rcsuhado formal dc la obra. 

La Bauhaus y a panir dc 1945 b dncirina corbusicriana* en la biisqucda dc la pure/a gcomc"trica y b abMracci6n. rcmitcn al ornamento al 

ostracismo. *c convicne en algo supcrfluo. irracional y dc mal gusto, preconizando b cstctica dc la miquina, Dcsdc el cubo bianco frcnte a b 

lux de Lc Corhusicr haua b matcrialidad bidimcmional o tridimensional concebida como ornamentacidn cstnictural en b obra dc Mies Van 

der Kobe ton vu trcn/ado dc acero perfecto. 

En b formacion clisica no cxisic difcrencia cntrr cstructura y ornamenio. En b obra de Carlo Scarpa, quizis cl arquitccto contemporineo 

que mis ha cipcrimcniado en b fusion dc cstructura y ornamento. en su obra del Banco Popobrc dc Verona y en b fachada dc b Piaua 

Nogara la pared se convicne en una suitl membrana con todo d pretiosismo dc una cultura mercantile con sus circulo* de dobic cenrro. lo 

bow- windows dc vidrio. bs feUKobs de broncc, los arabescos de marmot rojo dc Verona y los rcnutcs dc "botkeino"; tra^ elb emerge b 
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As Regis Dcbray cxpbinctl in "Life and Death of the Image*, what we now call works of art were symbolical and mystical manifestations in 
the ancient world and the Middle Ages. I he Am & Crafts Movement in 1870s England tailed for ornament to be inrerpreicd through a 
study of nature- Twenty-five years later these concern* lead to the convoluted organic forms of An Nouvcau. An Deco tried to RlH function 
and ornament, the archaic and the fuiurUtic J . In 1901 V^n dc Vcldc made a distinction between ornamentation and ornament: the former 
consul* in application while the bucr become* a means of revealing the internal structural forces or the functional identity of a form. 
If Tristan IVatas) house in 1927 Paris, was practically a manifesto for the absence o»* ornamentation, the writings of Adolf Loos, panicubrly 
his 1908 lecture "Ornament and Crime*, nrsval the nance of tl»c avant-garde at the beginning of the century. This manifesto include the 
following assertions: "I he development ol culture is proportionate to the elimination of ornament*, "ornamentation it a primitive acultural 
impulse". "Lack of ornament is (a sign of] intellectual powrr". Another quoration from this author condenses the view he held of 
orrumenrarion a* an applied art: "Art seek* to free iticlf from profanation by cmanciparing itself from its application", 
loday. almost a century after that lecture, ornamentation is no longer presented to us as an applied arc bur is incimaccly mingled with the 
origin of architectural proposals. Ornament ha% become ^ inherent part of the cultural substrate and also of the formal rcstilt of the work. 
The Bautwismdi After 1945. 1-cCorbusicrs teachings, sought geometrical purity and abstraction, They ostracised ornament, which become 
something superfluous, irrational, in bad taste, and extolled the aesthetics of tlur machine, from l>c Corbusicrs white cube in the light to the 
two or (hrccdimcnsiunal materiality tomcived at suuuurjl ornamentation in the work of Mies Van der Rohe with his perfect steel mesh. 
Classical training did not differentiate between Mfucturc and ornament. Carlo Scarpa is possibly the contemporary architect who hoi 
experimented the most with fusing structure and ornament. In the Piazza Nogara facade of hu Banco JVpobrc di Verona the wall becomes a 
subtle membrane with all the preciousness of mercantile culture, with its double-centred circles, its glass bow windows* bronze gargoyles* 
Verona Red marble arabesques and Bouicino finishes; the second facade rises behind this, the upper loggui with its twin steel columns joined 
by complex metal mechanisms and its hand-made stained glass frieze. Everything is structure and at the same time ornament, Scarpa also 
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scgunda fachada, la hggia superior con l.u doblcs columns dc 
accro unidas por complcjos mccanismos dc metal y cl frisn 
virraico hecho a mano. rodo cs cstructura y al liempo ornate* 
Scarpa experimentaria tambi<!n con csras sensacioncs en sus 
pmycctm para las tumbas y en el ccmenterio Briun Vega, 
Scgiin Robert Vcnturi nucsrra iconografia no csti grabada en la 
picdra, sc trata dc una arquitcctura gencrica que Integra un 
stmboltsmo iconogrrffico dc nucsrro tiempo. que rcprcscni.i d 
ornamento y proyecta el deullc mis que lo cxponc. I J flexibilidad 
cspacial e iconogrifica prcve cxpl/citamcnic cl cambio, 
fcl apciron gricgo\ invoca un espacio abstracto (indefinido e 
ilirnitado) que scrfo no un espacio liso sino un cspacio icjido de 
lugarcs inextricable*, mallas, cnrrclaznmientos* tcjidos, imdgcncs 
que pueden conccpruarsc como nudos. Quizis es el nudo uno de 
lui mis antiguos y pcrsistcntes motives decorarivns, Megadose a 
convcrtir en la bucqucda de log maiematicos conicmpordncos que 
lo recupcran dc los incas o dc algunas culturas polimfeicas o 
airicmas que dcsarrollaron sofistieados sistcmas decorarivos en 
(of no a la repcticidn del nudo. Las transformaciones gcomclricas 
que pmiden las modificaciones decorativas, provicnen del reino 
vegetal o antropom6rfico\ 

El mundo onirico del modenusroo de Gaudi surge de la 
abxracci6n de las formas de la naturalcu. En Gaudf la torma no 
siguc a la funeidn sinu que funeidn y forma sc dcsarrollan y se 
rcconcilian a irlv& de la construction. 

Si una de las maneras de avanzar en arquiiectura sc produce al 
incorporar al proccso provectual las posibilidadcs que dan 
dctcrminados hallazgos (ccuul6gicos t c* curioso vcr como las 
ulrimas vanguard^ de la ornamentacitin basados en la 
matcmauca de la repetition de los nudos como aproximacirtn a la 
forma dc nucvas picles y la utilizacitin matematica dc lo* motives 
del icino vegetal, no* aproximan a las ornamentaciones arcaica* de 
la antigucdad* Mis que vcrdades imcmporalcy, cs el ctcnio vulvcr, 
la Mipcrvivcncias del pasado sc convicrtrn en acontccimtemos 
futuros, por cllo Bernard Cache no* propone utilizar las 
tccnologfas mii avan/adas, liscrcs o frcsas dirigida* por ordenador 
como utiles que permitirin poncr en obra con proecdimicmos de 
boy la complcjidad dc los motives omamcnrales y cstrueturaiucs 
que son hoy los mis antiguos y lo* mis actualcs, sin prejuzgji lo 
que serf la arquitcctura digital del future. 

tx>a sistcmas dc comprcusitin numenca y con cllo los ordenadorcs. 
buscan minimiTar la longirud dc los mensajes, pero en mi propia 
cfieacia pcrmitcn la repcricidn dc signos y simbolos llcgindolos a 
convertir en alga acccsorio* pero quizis suscantivo como adomo. 
El ornamento apatcce como forma de la picl, en nucstros dfas 
rcaparccc cl tamajc de los pueblos primirivos como cxpresuSn 
ornamental del eucrpo humano* 

Si en cl edificio del IMPIVA\ Us pieles y los acabadoi no cstan 
prmsnn como dctalle u ornamento, sino para lograr la 
abstmccidn dc la envoi vent e simplificando la geometria del 
volumen. algunas arquitcciutas actuales provocan cl tratamiento 
dc la picl, los arabesco* convertidos en diafragmas de control 
luminkode la facbada del Instituto del Mundo Arahcde Jean 

5. t&x ura sr^*ui cm Ii ZtrwM vtocuu $r*r&&rtir*i** 





expenmented with these sensations in his designs (or tomb* and 
for the Briun Vega ccmciery.Thc Greek apciron- 5 invoke* an 
abstract space (indefinite and unlimited). It is not a smooth space 
but a space interwoven with inextricable places, nets, intertwining, 
if.i-'-ln- images that can be concept ualiscd as knuiv knots are 
perhaps one of die oldest and must persistent decorative motitk. 
They have even become a subject of research for contemporary 
mathematicians who discovered Uiem in the Incas or certain 
Polynesian or African cultures that developed sophisticated 
decorative systems based on a repetition ol knots. The geometric 
transformations involved in the decorative modificatioas Lome 
from the plant or anthropomorphic world 1 '* 
The dreamworld of Gaudf s Modcrnismc springs from an 
abstraction of the forms of nature* In Gaudf* form does not follow 
function, (unction and form are developed and reconciled 
through building. 

If one of the ways that architecture advances is by incorporating 
the opportunities afforded by certain technological discoveries 
into the deAtgn process. *i U curious to sec how the latest 
vanguards of ornamentation, based on the mathematics of 
repeated knots as an approximation to die shape of new skins and 
on rhe mathematical use of motift from the plant kingdom* bring 
us close to the archaic ornamentation of antiquity. Raibcr than 
timeless truths wc find the eternal return: survivaU from the past 
become lututc events. Thai is why Bernard Cache suggests that 
we use the latest advances in technology, lasers or computer- 
operated cutters. With these tools, the complexity of the 
ornamental and structuring motils that are currently both the 
oldest and the most up to date can be incorporated into the work 
with the procedures of today, without prejudging how the digital 
architecture of the future will be. 

Systems of numerical comprehension, including Dimpuicrs. seek 
to minimise the length of messages, but their very efficiency 
enables sigm and symbols to be repeated to the point of making 
them something accessory hut perhaps substantive as ndornmenr. 
Ornament appears as a form of the skin. In our days the tattooing 
practised by primitive peoples .is an ornamental expression nl the 
human body has reappeared* If the skins and fiuUhes of the 
LMPIVA building** are used not as detail or ornament but to 
achieve ahstractness in the envelope, simplilying the geometry of 
the block, certain current archirectures deliberately provoke the 
treatment of the skin: the arabesques converted into light control 
diaphragms on the facade of (can Nouvels Arab World Institute* 
the itilk-scrcen prints on glass in the architecture of Heriog and 
De Meuron or the tratment of the skin in the concert hall in 
Bruges by Neutclings, where the building is entirely covered in 
"dcntclle* motifs blown up to a disproportionate icalc. 
Now that the Modern Movement has been strangled by the 





Nouvel, los wrigrafiado* en los vidrios en la arquitectura dc Hcrzog y Dc Mcuron o cl traramicnto dc b picl en b sab dc cuncicrtos pan 

Brujas dc Ncutclings en que cl cdificio qucda rccuhicrro totalmcntc por mutivos dc "dcntcllc * aumenradns .1 cscab desproporctonada. 

Estmngubdo cl movimicnto modcrno por cl dogma miniinalista "Ltu is More* que considcraba cl artificio rctdrico y redundantc, cl 

ornamento como nudo cstructurantc dc b forma dc bs piclcs. rcaparccc con tnda su fucnu en cl cumplcjo mundo comempordnco dc la 

imageries, 

Robert Vcnturi", rcivindica los signos y los ornamemos como fuentes cxplfcita* dc informaciiin, llcgando a adquirir indcpcndcncia dc las 

forma* simple* y It** volumcnes habitable* dc los cdificios* Proponfc pucs* una disociacidn cntrc b arquitectura como algo linicamcnte 

funtional y ncccsario y el ornamento convcrtido en informacion. Asi\ csta podri cscapar del unis*crco dogmitico dc b arquitectura para vartar 

infiimamcnic y U informactrin convcrtlda en comunkacidn podri inicgrar multiples culturas y vocabularies, "En la en digital b 

ornamentaddn dc los cdificios podrja variar cada lion" 

En lav cstudios dc cine Amiga 7 b gran ventana dc la fachada frontal, convicrtc el cdificio en la imagen v cl rellcjo dc su propia escneia. tin 

tro/o dc celuloidc que transforms en cine b pcopia actividad del cdificio* 

En su texro "Tatuajc y camuflajc" Joost Meuwisscn cxplica que si cl ornamento so concibc como una dircrcnciacion fonnal con aquclb 

misma arquitectura desprovisu dc el. b aproximact6n analftica dc Mies Van Dcr Rohe que propone Rem Koolhaas loma concicncia dc lo 

que csti oculto, y a&j scaproxima a la hcrmosa definicton del ornamento qucavan/aba Hicnrich Tcsscnow en 1916: "cl ornamento cs una 

cxprcsion insurable, involuntaria y consccucmcmcmc iriconscicntc de lo que losarquitcctos no quicrcn eniefitt 



as 



minimalist dogma Lm it mm which considers artifice rhetorical and redundant, ornament as the knot that structures the form of the skin is 

reappearing in full force in the complc* contemporary world of image*. 

Robert Vcnrur?' defends signs and ornaments as explicit sources of information that become independent of the simple lorms and habitable 

volumes of the buildings. He therefore proposes 3 dissociation hetween architecture as something solely functional and necessary and 

ornament convened into information. The latter can thus escape from the dogmatic universe of architecture and vary infinitely, while 

information converted into communication can integrate multiple cultures and vocabularies, "In the digital age. the ornamentation of 

buildings can change every hour". 

In the Amiga cinema studios 7 the great window of rhe main (acade makes the building the image and reflection of its very essence, a strip of 

celluloid that transforms the activity within the building into film. 

In 'Tattooing and camouflage" pTatouagc et camouflage* in L'architccrurc d aujourd'hui no.3331 Joost Meuwisscn explains that ornament is 

conceived as a formal dilTcrcntiation ftom the same architecture without it. Mies Van Dcr Rubes analytical method, as proposed by Rem 

Koolhaas, becomes siwarr nf what is hidden and thus approaches the beautiful definition of ornament advanced by Hicnrich 'lesscnow in 

1916: 'omanKnt is an inevitable, involuntary and therefore unconscious expression of what architects do not wish to show". 

'Mutations* 8 prepares the conditions tor the new modernity that our fumrv will Ivccome. Wc dfl begin to sense that architecture will be 
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fcj libro "Mu lactones" 8 prcpara las condiciono dc b 
QUfiva modcrnidad en la que se convcrriri nucstro 
fiiruro* Podriamos empczar a imuir que b 
arquitcctura sc product al margen dc h 
ornamentacion en cuanfo que &ta, lejos* ya dc b 
arquitcctura, sc dcsarrollari en paralclo a trawH dc 
otraj disciplinas, cl marketing, b publicidad y los 
medios. Qui/as ya no seri neccsario pcrvcrrir bs Icyes 
cormruetivas o estructuralcs del proyecto* 
;Son unicamenre estructuralcs Lis fachaebs abbcadas 
del gran espacio interior de hotel Rcy juan Carlos I 
en Barcelona! ;Son cstrucrura u ornamenro las 
superficies curvadas rccuhicrtas dc utairio del Musco 
Guggenheim de Bilbao? o $ las manias topogrdficas 
dc Peter Eiscnman en su proyecto para Santiago dc 
Compostcb? ;Es cl cdificio, un objeto ornamental 
emendidn como escultura habitable u ohra de arte? 
Mis alia y en cl mundo virtual en cl que no* 
movemos, dejara dc icr ncccsaria la ornamentacidn 
en b propia arquitectura y aparcccri unicamcntc en 
su rcprcsenraddn mediitica. en los program** y 
prospccios de venia o en las formas dc difusidn y 
i.iii-imv.i-.i prod uri<fn dose una disociaci6n entrc 
arquitecturu RUM necesidad social y ornamento 
como algo unicamente susrantivn y necesario para b 
cxpresidn difusidn. cspccubcidn y finalmcntc 
transacridn y venta de b arquitcctura* Fijarfamo* atf 
aquclb idea csborada en cl comienzo de que el 
otnamento csta" en la mirada del espectador y no en 
el propio edificio. 

La arquitcctura, lilxrnida ya definitivamente del 
cimamcntu, ncccsitara dc la transversal idad 
contemporanca para jugar su rol simbdlico y social, 
! a transversal idad enriqucte b cultura con su Icetura 
pluridtsciplinar. Hoy no o suficicntc cl control del 
proyecto y la rcaliracidn, sino que sc requiere un 

conocimienro complcto dc todos los scctorcs dc 
espccialhacion que forman parte dc una protcsidn. El 
arquitccro se convierte en alguicn capaz de ebborar 
cstratcgias mas que discnar formas, su actitud y su 
scnsibilidad sera la que se impondri al lugar. Al 
conrrario, bs arquitccturas en bs que sc rcconoccn 
los gestos del arquitccro devendrin papiroflcxia. El 
arquitccto deberi (BOWK CO los difcrcntcs campos 
de las discipline y actuar dc mediador (medium) y la 
aftiuitcctura contempordnca se bcncltciari de oca 
tlcxihilidad. Para mi cl arquitccto csti en los huccos, 
en los vados, en los cspacios ambiguos que quedan 
cntre las necoidades de un clicntc y lis posihilidadcs 
de un lugan y bs mcjores arquiiccturas que conozco 
son aqucllas que cxploran las relacioncs espacialcs, la 
fmntcra entrc b condicidn interna y d espacio librc, 
b rebcidn tensa cntre las cnvolvcntes y el espacio 
interior anicubdo por la lur. 

La transversal idad permitc b busqucda mas alia dc las 
frontcras o confines profcsioualc* de bs ropctuvas 
diseipltnas. 

La sfntcsis dc las *nc% mayores era uno de los 
principios del pensamiemo de l_c (^rbusicr. pinion 
csculton ajquitecto cscritor y tambi^n crltico musical. 
Para la sociedad Phillips y con ocasion de b 
exposici6n mundtal dc Bruselas 41958), Lc Cortusier 
produjo cl pocma elctr6nico en cl imbito del 
pain 1 1- m proyectado conjuntamenre con Jannts 
Xenakii, l^r Corbusicr intcntaba conjugar las 
posibilidadcs que ofrccb b teenologb. rcunicudo 
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produccsl apart ftom ornamentation, which, already 
distanced from architecture, will develop un a parallel 
path thBMJgb other disciplines: marketing, advertising 
and the media. It may no longer he necessary to 
pervert the constructive or structural laws of the 



Arc the undubting faipdcs of the great interior space 
of chc Rcy Juan Carlos I Hotel in Barcelona only 
structural Arc the curved surfaces covered in 
titanium of the Guggenheim Mutcum in Bilbao 
structure or ornament? Or the topographical levels of 
iVtcr Eiscnmans design for Santiago dc Compostcla? 
Is the building an ornamental object, to be 
understood as a habitable sculpture or a work uf art? 
Further away; in the virtual world in which wc move, 
will ornamentation in architecture cease to be 
necessary? Will it only appear in Ils mrdiu 
representation, in the hnels and sales brochures or 
the means of diffusion and transmission, bringing 
about a dissociation between architecture as a bocial 
necessity *ind ornament as something thai is only 
substantive and ntxe*sary Inr the expression, 
((illusion, specubtion and. finally, the transaction 
and sale of archircouic? It so. wc svnuld be fixing the 
idea sketched out at the beginning, that ornament is 
in the eye of the beholder rather lhan in the building 
itself. 

Architecture, already definitively freed from 
ornament, will need can tern poniry * r ■ ■ ■ ■ 
disclpllnurtty in order to play its symbolic and social 
role. 

Cras$*disciplinarity enriches culture with it* pluri- 
disciplinary reading. Control out the design and the 
building is no longer enough nowadays, what is 
required is a complete knowledge of all the sectors of 
specialisation that go to make up a profession. *ITic 
architect, more than designing form*, becomes 
someone who is capable of devising strategies: the 
architects attitude and sensitivity will be imposrd on 
the place, In contrast, architecture* where the 
gestures of the architect are rccogni<iabIe will be 
origami. The architect will hasx to move among the 
various field* of different discipline and act as a 
mediator (a medium)* and contemporary architecture 
will benefit from this flexibility. For me, the architect 
is present in the hollows, in the vacuums, in the 
ambiguous spaces that remain bersscen the needs nf a 
client .md the possibilities of a place. The best 
architectures I know arc those that explore spatial 
relations* the frontier between inside and open space, 
rhe tense relation-ship between the envelopes and the 
interior spaces articulated by the light* 
Ooss-dtscipltnarity enables the search to reach 
beyond the professional frontiers or limits of the 
respective discipline*. 

A synthesis of the major arts svas one of the 
principles of lr Corbusier's thought. He was a 
painter, sculptor, architect and writer, and also a 
music critic* He produced the electronic poem in the 
setting of the pavilion at the Brussels world 
exhibition (1958) that he and Jannis Xcnakis 
designed for Phillips. Lc Corbusicr was trying to 
combine the opportunities alTorded by technology 
and unite dlRerent forms uf artistic expression in a 
work of total *n~ Finally the pavilion appeared in 
acoustic form. 
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divcfsas formas dc cxprcsion art/stica en una obra dc anc foul. Hnalmcntc cl pabdldn sc mamfestaba como una forma acustica. 

La musica vivc la transversal idad unto en cl piano dc su rcaliTacicVn como en cl piano conceptual dc b cxprcsion. El trabajo musical cs por 

nnturalcra muy divcrsiflcado, Asi cl trabajo del compositor sc ascmeja al del arcjuitccto, ambos tiencn raiccs en el mundo dc las ideas, pcro 

tambicn pitcisaii la rcladdn aniculada de los espectalistas. 

La tccnica, los instruments y cl cspacio dc la rcatizacUSn musical o arquilcctdniea son lugures dc la memoria que dialogan con la obra en una 

rcLicidn dc reefproca tneidencia. La music* y la arquitcctura pucden hoy convenirsc en una scnal de transversal idad. en tin insmimcnto dc 

busqueda intcrdisciplinar al aplicar las nucvas tecnologfas in forma 1 ticas. HI musico contemporanco Peter Gabriel realize en cl mundo virtual la 

fusion cmrc arquitcctura y niuska al descomponer las fachadas dc su cottage convinic*ndolas en miisicas ctnicas. 

Hoy, scgun Francois Burkhardt. cl control sc dche product r sobrc los panfmetro* ambicntalcs, sobrc las consecucncias dc la vida del hombre y 

sobrc la transformacioji cultural que csta genera, para modi dear lo existent? y produdr una transformacicVn general. 

Solo pueden scr contcniporincas las fonuas dc arte que desborden el campo de atencidn de los especial istas^ I Iasta hacc rclaiivaincnte pocos 

aftos la intcgracion entrc las arte* sc producia como una yuxtaposictdn aniculada cmrc las difercmes discipltnxv Kjcmplos cercanos dc gran 

contundencia los hallamos en cl Peine dc los Vicing* 9 y en Nucstra Scftora de Aranzazu 10 . Mis alii y en cl icrritorio del l^nd-Art. en la 

integration del arte y la naiuraleza* una succsiun de anistas como Richard Scrra. Richard l-ong,... o cl niismo Chillida en llndaya aproxirnan 

el arte al cspacio natural manipulando lo natural mediante cl artillcio. 

EJproyctto para cl nucvo Jardin Boianico dc Barcelona 11 , cs una obra transversal en la que difcrciuesespccialistascru/an sus conocimicnto* 

en el mundo del arte y dc In arquitcctura, dc la gcomctrfa y cl a/*ir, de la biologia y la botinica, pant construir un cspacio natural desde lo 

artificial 

La est rut cum del Jardfn, una malla fractal dcshilathada sobrc cl tcrrcno ( sc prcpara para rcctbir los difercntcs Otocpisudios de los 

meditcrrincos del mundo. Las plantas como ornamento del jardfn sc convcrtirin con cl ticmpo en su propia esuuetura, ocultando la 

cstructura inicial que dio otigen al jardfn* La transversal idad habra logrado convcrtir ct ornamento en estmemra. Digamos que sc ha 

construtdo naturalcza a traves dc la arquitcctura o que cs la propia naiuralc/a la que sosiicnc lo artificial, 

Como conc!usi6n cl ornamento,como complemcnio de lo ncccsario y que era en un principio aplkacion, despucs llcgaba a lunditsc en la 

proposition arquilcctdniea, para acabar subsistiendo en un piano externa paralelo a la arquitcctura, ha ncccsiudo de la transvcrsaltdad para 

cnirar en cl mundo contemporfneo bajo la fonua dc aniUcto, I rente a lo natural. 



Music lives crosvdisciplinariiy both in its realisation and on the conceptual plane of its expression. Musical work is highly diversified by its 
very nature. ITiewoHc of ihc composer is therefore similar to that of the architect: both have their roots in the world of ideas but also need 
the articulated relationship between the specialists. 

Technique, instruments and the space where music or architecture are realised arc places of the memory that establish a dialogue with the 
work in a relationship of mutual influence. Music and architecture can become a signal of cross-disciplmarity today, an instrument for inter- 
disciplinary search as they apply ihc new computer technologies. The contemporary musician Peter (iabrtel is carrying out a fusion between 
architecture and music in the virtual world when he breaks down the facades of his cottage and turns them into ethnic music. 
Nowadays, according to Lrancoi* Burkhardt, what must he controlled are the parameters of the setting or environment and the consequences 
of human life with the cultural transformation thai this brings about, in order to modify what is there and bring about a general 
transformation. 

The only forms of art rhat can be considered contemporary are those that go beyond the field of attention of the specialists. Until a relatively 
few years ago the integration of the arts was the result of an articulated juxtaposition of different disciplines. We find vers 4 forceful examples 
of this close at hand in the Wind Combs' and Our tady of Aran7a*u 1{ \ Further away, in the field of Und Art, in the integration of art and 
nature, a scries of artists such as Richard Scrra, Richard Long, etc., or Chillida himself in the llndaya, bring an into natural spaces, using an 
to manipulate the natural world. 

The project for the new Botanical (iarden in Barcelona* 1 is a cross-disciplinary work in which different specialist* exchange their knowledgc 
of the worlds of an and architecture* of geometry and chance, of biology and botany, to construct a natural space from what is artificial. 
The structure of rhc garden, a fractal mull that frays over the ground, is readied to receive the different plant sequences of the 
* Mediterraneans* of the world. The plants, like ornaments of the garden, will in time become a stnicturc in their own right, hiding the initial 
structure that gave rise to the garden. Cross-disciplinarity will have managed to turn ornament into structure, tat us say that wc have buih 
nature through architecture or that nature itself sustains what is artificial 

In conclusion, ornament, as a complement of the necessary which began as application then dissolved into the architectural design and 
eventually survived on an external plane parallel lo architecture, has needed crossed isei pi inarity to enter the contemporary world in the form 
of anificc* as opposed to nature. 



> ^ 




Ideas 

y pensamiento grafico 

arquitectonico 

Ideas 

and architectural graphic 

thought 



Francisco Grancro Martin 



Sicmprc id 



La Arquitcctura prccisa del tiempo como factor que adecua cl 
mundo dc hi iomcknief al muncfo de la* realidadcx. FJ riimo. El 
tempo ncccsario para sti realizacidn rigurosa; del tiempo y del 
rempo dependen d proccso y cl ritmo ajustado y coordinado. El 
tiempo del anilisis dc la cosa cn movimienros dc acetones 
centrfpetas o ccntrifijgas del lugar: cl liempo dc la reflexion para 
alcanzar la sfntesis dc las preocupacioncs que inciden cn cl 
rcsultado dc una solution dc autor. Las ideas dc Arquitcctura 
sicmprc cn cl tiempo y cn d tempo. 
La luz cn el cspacio. 
II c&pacio y la graved ad. 
EI pensamiento arquitcctunko. 

1*1 pensamiento para la arquitcaura como determination active, 
como espectro fluido cn pcrmancntc proccso dc crcacirfn y 
recreation: al (in. un Iricil momemo portico por d que sc lucha sin 
pausa. como dijo Kenneth Krampton rvftriendoK: al cjcmplo dc Sr/a. 
Exprcsioncs dircctamente transmit! das tras l.i operation 
intclcctual dc la comprension dc la forma rotalitaria. que se 
ctqucmati/ji y hacc posiblc la intcrprctacidn dc b forma 
nrganirada cn un proccso iumediato posterior al dcrmao dc los 
scnudoscn la perception visual o imaginative. 
El pensamiento hilado al pensamiento grilico arquitectonico 
mediamc un acto dc rransposicion capaz dc producir la 
arquitcctura, mediante algo parcctdo a la teurgia o magia por la 
que cl arquitccto eomunica las escneias dc su pensamiento. 
Imagcn arquitecwinica proyectada aiin en la boveda oscura del 
pensamiento. instantcs antcriorc* a que quede grafiada mediante 
ct iuupicntc dibujo dc los dibujos dc la arquitcctura que puede 
moddar cl arquitccto aiin cn su mentc. barajando, cntrc las 
multiples posibilidadcs, a fin dc conscguir la respucsta n\is 
accrtada. la rcspucsta arquitectdnica dc autor. 
En dlo, la tccnologfa constituye un cstadio dc conocitnicnto dc la 
cvoluuim dc la teenies, como aplicacidn pflfcrica dc bs dcnCUS. 
Lis tccmcas y las tccnologlas dc representation grifica 
arquitectdnica dc tiempos pasados, se ban manrcnido vigentes 
canto tiempo como brgos rcsultaban set los pcriodos dc tiempos 
cn los que las cosas no cambiaban. 

El futuro de la Arquitcctura siguc cstando cn cl pensamiento dc 
los arquitcttos. En aqucllos que gencran las ideas para que 
pucdan scr consuuidas como Arquitcctura. Invcstigar sdlo cl 
futiifo dc ta Arquitcctura rcsulta una labor dc reflexion sobrc cl 



Idea* forever. 

Architecture requires rime, the (actor that fir* the world of 
intention* to the world ol realities. Rhythm. Enough time to do 
things properly: the Imingncv* and coordination of process and 
rhythm depend on time and tempo. Time to analyse the thing 
in the centripetal or centrifugal movements ol ihc actions of the 
place, lime for reflection to achieve a synthesis of the concerns 
that influence the result, the solution of an author. Idea* of 
Architecture forever in time and tempo* 
Light in space. 
Space and gravity. 
Architectural thought. 
Ilmught for architecture as an active determination, as a fluid 
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porvcnir de las ideas que haran posiblc dicho futuro y sobrc 
los arquitcctos capaces de su sosrtn. La historic dc Ij 
Arquitcctura rcsulu scr la historic dc la* ideas traducidas a las 
formas a rquitcc tonkas conocidas* El futuro cs hisroria, como 
flujo incesantc dc valorcs y rccursos substantial©. 
El tuturo dc la Arquitcctura siguc cstando en las manos dc los 
arquitcctos que piensan idexs para conrrolar cl cspatio y la 
luz* Ideas para dominar la craved ad, 
Alguru vra sc ha intencado relational la manera dc hacer 
arquitcctura con la manera dc hacer cl dibujo de arquircctura. 
o tal Vet, intimar las relatione* enerc csrilo arquuect6nico y 
shtcma dc representation del proyecm Si tencmos en cucnta 
que la relation tierta que puede cstablccersc cmrc ;cstilo: 
grilled y {c$tilo? arquircctdnico es la dc su contemporancidad* 
dicha relation sc reduce a la resolution dc una expresion 
grifica personal para una colcctividad, cs deeir, la resolution 
grifica del plamcamicnto proycaual para scr rcsuclta, a la vtt 
que la resolution grifica de la arquitcctura construida para scr 
legible y comprendida por la socicdad para la que sc 
construye. FJ cntendimicnto del significado del dibujo dc 
arquitcctura vicne refcridu a la misitin social y culrural a la 
que da respuesta. 

En su Gtfitfl crxativo. cuando cl arquitccto cspccula sobrc 
arquitcctura, como investigation previa a su formation e 
information halla en cl dibujo arquitcctonico cl medio utit 
capaz dc dar rcspucsras a sus inquietudes, a su pensamiemo 
griflco arquitcciOnico y a las ropucstas que la socicdad. en su 
momenro, Ic rcquicrc. 

FJ arquitccto- intervene en la formulation dc la crcatiOn dc 
dar la mejor respuesta. El futuro esti en las ideas crcativas del 
cspatio y en la resolution constructive y cecnolOgica del 
problcma de parrida. titilizando los medios al aicance de las 
circuntrancias acmales en su tiempo. 



spectrum in rhc pcnnaneni process of creation and recreation; finally, 
a fragile, poetic moment for which one struggles unceasingly, as 
Kenneth Frampton said when referring to the example of Sisa. 
Expressions that arc dhverly transmitted after the intellectual 
operation of understanding the total form: this is schematised, 
nuking it possible to interpret the form organised by a process which 
follows on immediately from thar which arises from the senses in a 
visual or imaginative perception. 

I bought that is connected to architectural graphic thought by an act 
oi transposition capable of producing architecture, by something 
similar to wizardry or magic whereby the architect communicates the 
essence of hi* or her thought. An architectural image still projected 
on the dark vault of thought moments before it is graphed by the 
incipient drawing oi the architectural drawings that the architect can 
still model in his or her mind, toying with the multiple possibilities 
to achieve the best result, the author's architectural response, 
In all this, technology constitutes a stage of knowledge in the 
evolution of technique, a practical application of science. The 
techniques and technologies of architectural graphic representation in 
limes past remained valid for as long as the length of rhe limes in 
which things did nor change. 

The future of Architecture is siill in the thoughts of architects of 
those who generate ideas so that they can be built as Architecture, 
Investigating only the future of Architecture proves to be a question 
of reflecting on the future of the ideas that will make that future 
possible and of the architects who are able to sustain them. The 
history ot Architecture turns out to Ik the history ol ideas translated 
into the architectural forms we know, The furore is history, an 
unceasing How of substantial values and resources, llie future of 
Architecture is still in the hands of the architects who conceive ideas 
for controlling spec and light, ideas for mastering gravity. 
Some attempts have been made to relate the way of making 
architecture 1 to the way of making the drawing of architecture or. 



Pcrduran la* ideas. 

La Arquiiccnara y d dibujo dc arquiieemni w sostiencn 
sdlidamcnrc dinimicos en una socicdad cambiantc. 
Durante la vida pmductiva crcadont del arquiicctu que produce 
nansformacione* dc la realidad. lamhicn transforma sus pmpios 
dibujos medianre gesros o mariccs micvos hacia cicrtas 
rcprescn lactones o comunicacioncs acordes OOfl la information 
que pcrMguc en cada instance. Peso la idea pcrmanccc inmutable, 
ranco * '111111 * |a escneta del propio dibujo que la represent? y tanto 
como su propio pensamicnto arquitcctonico, 
Idearidn y tcaiolugfa licnen parcdas sccantcs, Pcro, tambicn 
pueden ser rangentcs. o ni siquicra dlo. Tampoco licncit por que 
ser divergences. Pcro, tampoco convcrgcntcx. Todo depende dc 
quicn cstc en poscston dc "la idea" vobrc la idcacion y b 
tccnologja capaz de proponcr. 

No crco que cxisia incidcncia sobrc la idcacion dc la Arquitccnira 
por la aplicacion de actuates tccnologias en la rcprescn raci6n dc 
Aquella, o en la representation grifica de la* prtmenis ideas dc 
conception. No debcrfa dc cxistir dcpcndcncia jI^hu No ticne 
nada en cormin cl pentamicntcj arquitcctonico, la estneia misma 
de la arquirccruni del arquiiceto pensante, la imagen gralica dc la 
idea primigenia dc la arquiicctum. con la insirumcmalizatifin 
grifica dc dicha idea en cl proccder dc comunicacion. Ni 
siquicra, en d proceso dc feed back dc generation dc la imaecn y 
regeneration dc la idea* en cl transcurso dc moddacidn dc la 
miHiu, antes dc SCT arquitccmra. crco que tcnga incidcncia 
alguna la tccnotogia sobrc Us ideas, 

Sun una evidencia los rcsultados que la ciberncrica nos prcsenra 
en el proceso dc transformation dc Li realidad. comtguiaido, en 
Jtquitcaura. hater que comprendan c interpreien Ids que nunca 
hahfan, ni siquicra, visio* cuando no mirado. I'cro, todo dlo no 
susiituyc al pensamienco. 

No wf si lodavia habrd alguicn que nicgue la evidencia y *c nieguc 
a la rcalidad actual. () sea, se nieguc a accptar la hnndad dc loi 



perhaps, to invoke ihc connection* between architectural style and 
the system for representing die design. If we bear in mind char the 
real connection between graphic style and architectural style is their 
contemporaneity, the connection u reduced Co the devriopmem of a 
peisorul form of graphic expression for a collectivity, that is to say h 
the graphic resolution of the design approach to be resolved and, at 
the same time, the graphic resolution of built architecture to make 
it legible and comprehensible tu the society for which it is builc. An 
undemanding of the significance of the architectural drawing relets 
to the social and cultural purpose to which it provides a response. 
When architects, in their creative dTort, speculate on architecture 
while rescanning for learning and information purposes, they find 
architectural drawings a usclul tool that can provide answers io their 
concerns, to rheir architectural graphic thought and to the answers 
that the society of the time require* of them. 

The architect is involved in formulating the creation diat consist* in 
providing the best answer The future lies in creative ideas 
concerning space and in technological and construction solutions to 
the initial problem, using the means available at that time and 
place. 

Ideas last. 

Architecture and architectural drawing remain solidly dynamic in a 
changing society. 

Over their creative working life, the architects who produce 
transformations of reality also transform their own drawings with 
new puancci or gesture* that aim for I particular iqnrscntation or 
communication in keeping wiih the information the)* seek at each 
moment. However, die idea remains as unchanging as the essence of 
the drawing that represents it and as thrir own architectural thought. 
Ideation and Technology have their arid sides. However, they can 
also be tangential, or not even that. Nor do rhcy have to diverge, 
but neither do they base to converge. Everything depends on who is 
in possession of "the idea" about ideation and technology ilui u 
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icsuhidos dc Us ttcnologfas .unub. El akancc prodigioso dc 
■'.K'Hiii! imigcnes virtualc*. rcouridos secucncialc*. proportion*! 
un povicionamicnto mi* vcutajoso para cl croayo y cl control en 
una accion dc anticipation que dc otro niodo no podria set en \o 
que la socicdad actual rcquicrc. y no podia scr menos en 
Arqu tree turn. 

Li claboracion dc la maqucta como recurso para la aproximacirtn 
formal y sm rclacioncs. cl control dc la \m. y dc la gravedad. como 
cjercicio primigenio para cl dotnimo dc bi masas. o como ensayo 
tridimensional dc la ideation dirccra del pensamienro 
arquitcctonico, sc presume en mcjor posici6n con la maqucta 
cibcrncticj, dondc cs posiblc cl proccso dc transformation con 
rapidc/ y dondc cl llujo dc ideas sobre la modclacidn dc la imagen 
sc ncsuclvc en pcriodos dc tiempo dc mayor cclcridad, Pudicra scr 
tacnoi for/ado su modclaciiin y rcmodclautSn. y sin duda, los 
resuhados pucden scr reconocidm, o interpret ados. por una 
socicdad rncnos adicstrada en cl proccso dc comunicaci6n dc la 
arquitcctura: la socicdad comcrcial y promotora Vtgcntc'. 

Y en nada, sin embargo, ticne que incidir la tccnologfa con la 
idcacion. Ls probable que el habito instrumental generc una 
conducu hacia la cicncia. En Arquitcctura, la destrr/a dc 
hcrramientas, su apltcacion en teenkas mediantc tccnnlogias, sc 
sucede con cl tiempo y sc abandonan lav que cada arquitccto deja 
dc cmplcar en la busqucda dc m nucvas que considcra mas 
actual, en su afin dc potter en jucgo la mcjor y mayor baraja de 
posibilidadcs en cl proccso investigador o cspccularivo sobrc la 
solucion tdcaL ficro. era no ticne nada que vcr con su 
pensamicnto. sus imigcnes arquitccrdnicas t que scran las que 
prevalcrcan v pcrduran las ideas sobrc la tccnolnefa v tccnicas 
cmpleadas en dicho proccso. 

Y al final, cambic*n las ideas. 

La solucidn esta en la idea., El que sobrc cl como. HI enmn 

im porta, pcro no dctcrmim al que. 

El que sera dependtcnte cxcJusivamcntc del pcnsanitctito 

arquitcctonico. El como, ademis dc depender del pensamicnto 

arquitcci6nieo, tambicn to hacc del pensamicnto grifico 

arquitccioniro, al margen dc las resumes cucstioncs dc 

aprendisajes tecnicos y tecnoldgico*. 

I j pluralidad dc funcioncs y rccursos. que pcrmitcn las acrualcs 

tccnologfas. no rcsulta mcuos pcligrosa que cualquier arma sin 

control en manos de un tncontrolado. Cada dfa podemos cspcrar 



capable ol making proposals. 

I do nor believe thai the application of current technologies to the 
representation of architectural ideation or to the graphic 
representation of the first ideas in the formulation of concepts 
influence these. There should be no dependency whatsoever. 
Architectural thought, the very essence of the architecture of the 
rhinking architect, the graphic image of the haste idea of architecture* 
has nothing in common with the graphic instrumentation of this idea 
in the process of communication* Not even in the feedback process nf 
generating the image and regenerating the idea while it is being 
modelled, before it is architecture, do I believe tlut technology 
influences ideas in any way 

In the process of transforming reality, the null! produced by 
cybernetics are obvious; in architecture they manage to make people 
who had never even seen, let alone looked, understand and interpret. 
However, none of this is a substitute for thought* 
1 do not know il there is still anyone who denies the evidence and 
denies current reality, in other words, who refuses to accept that 
CUntflt technologies produce good results. The prodigious scope for 
exactitude, virtual images and sequential views is a great advantage, 
enabling trials and checks to be carried out in advance. This could 
nor be done as society nowadays requires in any oilier way, and 
Architecture can do no less. When making models as a resource for 
studying fonm and their rclatioasor the control of light and gravity, 
as a basic exercise in mastering masses or as a three-dimensional trial 
of the direct ideation ol architectural thought, one is assumed to be 
in a better position with a cybernetic model as it can be translormed 
quickly and the flow of ideas on the modelling of the image can be 
worked our in less time. Modelling and remodelling can be less forced 
and the results can undoubtedly be more easily recognised or 
interpreted by a society with fewer architectural communication 
skills: the commercial development society "in force'. 
However, technology should not influence ideation in any way 
Habits with instruments probably generate a certain behaviour 
towards Science but in Architecture skills with tools, their application 
to techniques through technologies, aie successive over time: those 
that individual architects stops using are abandoned, new took that 
the)' consider more up to date arc sought in their efforts ro make use 
of the best and greatest range of possibilities in the process of 
investigating or speculating on die ideal solution. But this has 
nothing to do with their thinking or their architectural images: these 
will be what prevails and ideas will outlast the technology and 
techniques used in the process. 
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d ;quc* mis pucdc succdcr ahora!. Li ,irt|uitccmni dc autox. 
(k cfam O lj praWlldri de la idea pcnsada. COCI independence dc su 
procc&o de realization. [\>dra scr, incluso. hasta Arquttcctura. 
I'cro Lis arquitccturas adoccnadas, poxipitadas en las vanas 
ra/onc* dc su ncccsidad. las que nos inundan. Lis debidas a h 
rattan del riempo {micntras mas cuno rncjor) en su canccpcirin v 
en la de *todo \-ale en su constniccidn. con finnan dc 
rorucrtiauirs tuic minca amaron :i la AriHiitcctiini. Esm 
encontraron, con las actuates tccnologfas, un btien (il<Sn en la 
formacion de I imtm repetitive en la facilidad de la oblicuo, dc 
los. giro*, cu las ulas* en la sostenibtlidad de to ingravido. en b 
penurbaoon del niaierialt en la iinpcrsunalidad dc to vulgar. 
Lit tccnologtos atrualrs pcrmitcn. con mayor facilidad. la 
comccucion de lot cfecros de comunicacion banalcs que 
convcnccn a una aocicdad que nunca alcanftS • ul s'ci ni Hcgd a 
buscar) el aprecio dc la Arquitccrora y que, por ignoranda. u 
mii n cucsiiones* les da igual. 1:1 arma que pcrmire la repcrictin 
indiscriminada de lo pervrrso, sin ideas, a sumamente prlignssa. 
las formas ar quiicccAnicis qucdistracn con ■ = vacicdad dc los 
propositus dc los electa* cspccialcs\ con referenda* a to 
lupcrlluo, que sc nicgan al opacio, 
Ya no la interpretation y adaptacion al lugan ya solo cl 
mi metis mo dc lo malo que cada vex cs mis nialo. I.u pcor. 
Las formas arquitcct6nicis proviencn del proceso de las ideas, 
cxpresadas con la contundencia que la Arquitcctura rcquierc. La 
Arquircctura alcan/a las ctapas propias del avance de cada tiempo. 
acordc con cl avance de la Cicnda y la Tccnologfa, como pucdc 
(miliar logico, en cl devenir del pnxeso de transfer macion de la 
liistnria. I j.s tccnologfa* que haccn posiblc cl cmplco dc las 
tccnicas u>hrc nucvos matcrialcs, provocan cl descnlacc dc las 
cxpcricncia* como nucvas moras que d arquirccro sc propone* Sin 
las nucvas tecuologfas* en cada cupa o momento. no scrfa posiblc 
el cmplco dc micros matcrialcs y sistemas que. a su Vtti provocan 
ideas capaces de convcrtirlos en formas cnvolvcntcs de cspactos dc 



And finally, ideas again. 

The solution lies in the idea. What rather than how. How ts 
important but it doc* not determine what* 

What depends exclusively on architectural thought. How not only 
depends on architectural thought, it also depends on architectural 
graphic thought* quite apart from the other questions of technical 
and technological (riding. 

The plurality of functions and resources that current technologies 
nuke pos\ihlc is no less dangerous than any uncontrolled weapon in 
the hands of someone who is out of control. Every day wr can 
etpect a ay of 'What ncitT* As we were saying, the architecture ol 
an author comes from the idea thai has been rhought, irrespective 
of the pnxrss of realisation* It could even be Architecture* 
Run of rhc mill architectures, on the other hand, hasr fallen 
headlong into the futile reason* of their necessity. The 0110 that are 
flooding ttf< The ones due to reasons of time (the shorter the belter) 
in their conception and to reasons of anything pocs in their 
comrmcrion by money-grabbing firms rhai never had any love of 
Archireerure. These find the current tedinologics J goldmine for 
forming repetitive moulds for the fadlity ol slants and turns* for 
waves, for making weightlessness sustainable, for distorting* 
materials, for the impersonality of vulgarity. 
Current technologies mike it easier U achieve trivial 
communication effects that convince a society that never reached 
[maybe never even tried to seek) an appreciation of Architecture 
and docs not care, whether from ignorance or for other reasom 
The WCaWM that enables pcrversiry to he repeated indiscriminately, 
wirhour ideas, is extremely dangerous. 

The arihitctural forms rhar disnaci with die emptiness ol their aim 
ro achieve 'special cflccts* and their references ro what is 
superfluous, that turn their hack on space itself not just on 
interpreting and adapting to the place, only imitating what is bad 
and getting worse: these are the worst. 
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arquitcctura, Metis que dcwrrolbn nucvis arquitecturas en la 
consccuci6n del avance de la Arquircctura. 

fntinumente ligudo el avance de la Tecnologfa con d avance de la 
Arquitcctura, rodo surge de la idea posihlc por el pensamienro, sin 
sumctimicntos, sin supeditacioncs. 

Sin el dcsarrollo de las tccnologfas no sc hubicsen somctido los 
ma ten ales a sus csrados Ifmitcs, no sc huhiera alcan/ado el 
dominio dc la gravedad con dcterminadas forma* arquircctdnicas 
dc ta Arquitcctura, la continuidad del cspacio. Asi pucs* la 
Tecnologfa, en cstos casos, sc convierte en base sustancial para 
haccr posiblc nucvas ideas. La Tecnologfa conio medio. 
Los nco*movimicntos que pudieran crigir como proragonistno el 
alarde tccnologico* sosticnen csquclctos hasados en asuntos 
mcramentc formates, soportados por las resin as • las siliconas y las 
soldaduras titinicas* El cstiramiento dc las tccnologias que 
sobrcpasan sus limitcs dc medins* abandonando su vcrdadcro 
papcl en todo csto, y que les situa en la carcajada del ridfculo. no 
pcrmitc cl vcrdadcro avance dc fa Tecnologfa al apoyo dc las 
nucvas ideas. E&o no cs vanguardia. 

Bsas vanguardias cstin superadas. Se ban dcslizado hacia la 
proliferation dc la repetition dc lo indifcrcntc, en donde la 
supcmcioii en continuidad ininicrrumpida sc rcali/a conio algo 
obvio, y cl cxrrcmismo formalism sc convierte en lo que una 
socicdad crec que ticnc valorcs como soluci6n arquitcct6nic3. lin 
una crearividad? difusa iransformada en un ncoconformismo, en 
el que la propia vanguard! a ha desaparccido. 
En modo alguno hay que cstar pesimista. Todo csto pasari a la 
Hisroria {si acaso) como una hisroria mas de un pcriodo en donde 
sc media el tiempo con cron6mctro y que sc crefa habcr ganado 
cl liempo. en la relation dc haccr mucho (aunquc mal) en j>oco 
liempo. l*oca densidad. Las nucvas tccnologias, scguiran sicndo las 
tccnologfas actuates de cada niomcnio y cstanin en la formacidn 
de la Tecnologfa que media en el avance de si mis ma y de la 
Arquitcctura. 

Las ideas scguiran surgiendo. Lis ideas pcrmancccrin. Perdu ra ran 
la luz y la gravedad. El concrol dc las masas y de Us tormas. El 
cspacio. Ante todo ello, cl pensamicnto que los conjuga: Ijs ideas 
y cl pensamiemo arquitcctonico. 



Architectural form* arise out of the process of ideas* expressed with ihe 
rotundity that Architecture requires. In the cour>e of a process of 
hivtorical transformation, Architecture reaches the stage that firs the 
advances of each age- in keeping with advances in Science and 
Technology* as would appear only logical. The technologies that nuke it 
possible to use techniques with new materials lead to the outcome of 
experiments, to new goals that architects set themselves. Without new* 
technologies at each stage or moment it would not Ik possible to asc new 
materials and systems which, in turn, lead to ideas chat an be converted 
into the forms that envelop the spaces of architecture. Such goals lead to 
the development of new architectures that advance Architecture. 
While the advance of Architecture is intimately linked to the advance of 

Technology, the source of everything is die idea that thought can think 
with no subjugation, with no subordination. 

If technologies were not developed, materials would not be stretched to 
their limits and ccnain architectural forms of Architecture would not 
have achieved mastery of gravity or continuity ot space. Technology, 
therefore, in these cases, becomes the substantial basis that makes new 
ideas possible. Technology is a means. 

The neo-rnovemenu that put technological display to the fore sustain 
skeletons based on purely formal issues* supported by resins, silicons and 
titanium welding. Stretching technologies to surpass the limitations ot 
the medium, discarding their genuine part in the whole and opening 

them up to ridicule, stands in the way of the real advance of Technology 

in support of new ideas, This is not the vanguard* 

Such vanguards arc out of date, llicy have slid into a proliferating 

repetition of the indifferent where going one further in an unbroken 
continuity is the obvious thing to do and society has come to consider 

that formalist extremism is a valuable archircctural solution. A ha/)' 
creativity has turned into a neo-conformistn where the vanguard proper 
has disappeared* 
We should certainly not be pessimistic* All this will pass into History 

(maybe) as one more story from a period that measured time with a 
chronometer and thought it had gained rime by doing much (although 
badly) in a short time. Not much density New* technologies will 
continue to be the latest technologies of each moment and will be part 
of the formation of the Technology that plays a pan in its own advance 
and in that ol Architecture. 

Ideas will continue to arise. Ideas will last. Light and gravity will remain. 

The control of masses and forms. Space. And the thinking that 
combines them all: ideas and architectural thought. 
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Concurso de Ideas para Edificio de Sede del Colegio 
Territorial de Arquitectos de Alicante, en la Plaza de 
Gabriel Miro. Segunda Fase. 
Ideas Competition for the Headquarters Building of 
the Territorial College of Architects of Alicante, Plaza 
de Gabriel Miro. Second Stage. 
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El punlo de partrda para actuar sobre el edificio que nos ocupa arranca del propto proceso constructs que se llevara a cabo sobre 

este. El vaciado de su interior, manteniendo unicamente las fachadas, nos conduce a entender el volumen original como un recipiente 

que albergari la nueva construccion. Los gruesos muros de fachada, cuya proporcibn entre macizo y hueco es similar, forman un 

contenedor potente y abstracto dentro del cual se desarrollara el programa, 

Los distintos usos se agrupan por plantas, tralando de aprovechar las compatibilidades que exfsten entre ellos. Eslo nos conduce a 

situar los paquetes de programa mas "puWicos* en las tres pflmeras plantas y los mas administrativos, en (as dos supenores, Dos 

vacios dispuestos en cascada en la prtmera y segunda planta. (orman un espatio diagonal que reiacksna visualmente las plantas m£s 

concurridas del edificio. Al mismo tiempo. estos vacios separan distintos paquetes de programa en una misma planta. 

Dentro de los diferentes niveles del contenedor, se persigue que el espacio interior se manifieste continuo y diafano, en constante 

contacto con la vegetacidn de la plaza Gabriel Mir6. La necesaria estructura que deben adquirir estos espacios para poder ser 

utilizados segun las necesidades del programa, se resuelve mediante 'parabanes* de vidrio que acotan los distintos usos sin alterar la 

unidad espacial t o con el propio mobiliario. 

Se recomponen adecuadamente las (achadas en planta baja y el cuerpo del atico se convierte en un discrete volumen, ligero y 

abstracto- Se refuerza el contenedor, el elemento portante pasa a ser un muro perimetral de tiofmtgdn que trasdosa al preexistente y el 

nucleo de servicios y comunicaciones verticales, de hormigdn visto. Las luces de un elemento a otro se sa(van con vigas metalicas en H 

dispuestas cada 1,5 metros, m6dulo hueco + macizo de fachadas. 

La cubierta inclinada del edificio se remplaza por una cubierta plana, formandose asi una terraza accesible desde la planta atico que 

dislrutara de unas buenas vistas sobre los arboles de la plaza y la ciudad. 

Se ha pensado utilizar materiales originates para las fachadas. Carpinteria exterior de acero inoxidable mate. El mismo material para 

revestir la caja de servicios. Yeso pintado en el pertmetro interior del edificio. Vidrios trabajados de diferentes formas para los 

parabanes", y tanma de roble utilizada como pavlmento !6cn*co de minimo espesor. 

Intentamos asi provocar un lugar de trabajo dptimo al mismo ttempo que confenr al edificio el carScter de representahvidad que le 

corresponde. 
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The starting point was the construction process that would 
take place in the building in question. The demolition of the 
interior, keeping only the facades, led us to perceive the 
original volume as a container that wouW hold the new 
construction. The thick walls of the facade, with a similar 
proportion of solid waH and openings, form a powerful 
abstract container in which to develop the brief. 
The various uses are grouped by floor, attempting to make 
use of the compatibilities between them. As a result, the 
more 'public* parcels of the brief are placed on the bottom 
three floors and the more administrative ones on the top 
two. Two voids cascade through the first and second floors, 
forming a diagonal space that relates the busiest floors of 
the building visually. At the same time, they separate 
different parcels of the brief placed on the same floor 
Within each level ol the container, the interior space aims 
for continuity and clarity, in constant contact with the 
vegetation in Gabriel Mir6 square. The structure that these 
spaces need in order to be used in accordance with the 
brief is provided by glass screens that mark off the various 
uses without affecting the spatial unity, or else by the 
furniture. 

The ground Boor facades are suitably recomposed and the 
rooftop storey becomes a discreet volume, light and 
abstract. The container is reinforced: the new bearing 
structure is made up ot a concrete wall lining the existing 
outside wall and the services and vertical communication 
nucleus, of exposed concrete. The distance from one to the 
other is spanned by metal l+section beams every 1.5 
metres, the open + solid module of the facades* 
The pitched roof of the building is replaced by a flat roof, 
providing a terrace that can be reached from the rooftop 
storey, with good views over the city and the trees in the 
square. 

The intention is to use original materials for the facades. 
Matt stainless steel for the external joinery. The same 
material lo clad the 'services box'. Painted plaster on the 
interior of the perimeter walls. Glass treated in different 
ways for the screens, and oak floorboards as a minimum 
thickness heavy-duty flooring. 
The aim is to achieve optimum working conditions while 
giving the building a suitably representative character 
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El edificio propuesto para la reftabihtaci6n y su transformacifln en 

Colegio Territorial de Arquitectos de Alicante se Mia situado en la 

ciudad. entre la zona comercial y e) mar dando fachada a una magnitita 

plaza con 5r boles centenarios. 

Es en esle lugar donde encontrariamos las pnmeras sugerencias para 

mic ar la propuesta que acabarian por orienlarla y dingirla. 

Sugerencias como los multiples malices de la ksz mediterrinea, las 

magnificas vistas de los Srboles de la plaza y el mar, ese dor a 

vegetacibnyasalitre.., 

...Sugerencias que ahora se incorporarlan al edificio, 

El proyec* <: plantea asi la creactfn de un gran patio central que cfcese 

luz t que incorporase ese exterior al interior que crease un nuevo 

paisaje abstracto e intimo, 

Ese patio comunicaria todos tos espacios del Colegio, desde el mas 

representative directamente relacionado con la entrada principal y 

dispuesto en una sola planta para un uso flexible y vers&til, al mas 

privado en la cubierta. Esle ultimo reclnto sale al exterior como pieza 

abstracta y serena. vinoJada a los ritmos de la naturateza y a la vez 

recuperando la simetria y composicibn de la fachada. Se orientan las 

vistas de las pequenas aberturas para mirar hacia las magnificas copas 

de los drboles del parque. 

Y se crea una pequena pJaza fnbma verde en cubierta. que acerque 

lodavia mas la naturateza al interior. 



The building to be refurbished and converted lor the 

Territorial College ol Architects of Alicante stands in the city 

centre, between the mam shopping area and the sea, in a 

magnificent square with hundred-yearold trees. 

This place suggested the tentatrve ideas for the initial 

design that eventually look over and shaped it. 

Ideas such as the multiple nuances of Die Mediterranean 

light, the magnificent view over the trees in the square and 

Ihe sea. the smell of vegetation and brine... 

. ..Ideas that would now become part of the building. 

The College wtfl have a large central courtyard thai brings in 

light, leads the exterior into the interior and creates a new. 

abstract, intimate landscape* 

The courtyard will join up all the spaces m the building, Irom 

the most public ones in direct contact with the main 

entrance, all on the same floor for the sake of flexibility and 

versatility, to the most private space, on the roof, nsmg into 

the exterior. This abstract, serene form is associated with 

the rhythms of nature but also echoes the symmetry and 

composition of the facade. The views from its small 

openings are positioned so that Ihey look out over the 

magnificent canopies of the trees in the part. 

And a small, intimate green square is created on the roof, 

bringing nature stil closer to the interior. 
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2nd stage. 

Ideas grow on frees. Anyone can pick them. The tnck is to know when they are ripe. Those that are picked but not used are 

transformed, like the alabaster box that hardened as it mutated into a twolayer element ol bateig stone and birch. Those that are left to 

ripen change colour, hke a red band of iroko that turned into stainless steel when it was compacted and specialised for a technical 

function. Or the greater CLARITY that the functional scheme of bands has acquired through the differentiation of the server space and 

Ihe open space. Certain possibilities that were latent m the original concept germinated parallel to it, such as sublimating the entrance 

corridor into a MEETING SPACE, a place of generous proportions that develops vertically and becomes a large, luminous room where 

one might possibly meet a friend one had not seen since the 80s. Other suggestions such as a view over the 

garden from the library led to a green blanket appearing at cornice height, like a roof terrace / water tank, which blends into the tree 

tops from where the reader is sitting. The suggested metaphor is clarified by half-closing 

one s eyes and looking at the scheme of the building, the idea of a rigid vertical nucleus with suspended trays that filter the rays of light 

down to the ground. The TREE in whtch one would like to live. We are pleased to be able to offer this idea at its best, just as it is ripe, 

without losing any of its freshness. 
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Construir sobre lo construido', 

Nuestro proyecto pretende valorar lo quepermdn&ee mediante una rigurosa construccibn de to nuevo. 

No nos interesa el conceptyde 'piano de tachada\ aislada y sin contenido. Proponemos por tanto, 

mantener la primera crujia-con su espesor reconstfuyeodo la estructura actual 

El restodel edrlicto servacla. ■ \. 

Un uzKgdo mter:or^ntepdido conwjjn gran patlpjde operacione? que se iri ocupando con 

plataforftS^hGnzontates Que ac^^n p# lienar e! vacio... S;n cctmatarlo, 

Entre el cuerpo que mafffgtfmfo y tas nuevas clataformas, Unos espactcs interstoales que 

amortiguan la relaclftyj^a arquitectura existent^QfvIa nueva, permrtiendo a su vez, Que la luz 

cenrtal resbale por los pianos de vidfio Ce los cerrarntef^-y.refuerce la transparency del conjunto. 

La maslcidad de to quepermanece contrasta con la hgerelfftita^Tiidad de lasnueVas plataformas, 

Los matcriales del projecto Scran, por tanto aqueiios que enf&lStffe&e contraste entre la parte del 

edifrck) existentey'el nuevo \iohjmen que atojamos en el vaciado 

T 

Build on whcjt iS-K 
Our design Ig Mfwdj 
We are noHftetesl 
to retdirf the'tteijjft 
The refcof Jhebuifitf 
The hollpw Bfgerior 
platf o(#f thaf q* 
Between tMuvolimii 1 
between theiMjgmatl 
surfaces -qf. the envel 
The massiveness of 
Thelmaterials to be 
bui ding and the new 
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El punto de partida de! proyecto es un edrficio existente del cual se pretende conservar su presencta urbana, es decir, sus Ires 

fachadas. Este edifioo presents las siguientes caracteristicas: 

-Un vator historic© como etemento estructurador del proceso de crecimiento de la ciudad de Ahcante y presenle en la memoria colecbva 

de sus habitantes. 

Desde el espacio interior del edificio nos encontramos con una fachada en la que su permeabiltdad permite una gran entrada de i a/ 

la apologia del propio edificio con un gran vacio central ocupado por la escalcra. que retaciona todas y cada una de sus plantas. y con 

unas alturas fibres considerables. 

Entendemos por tanto, que la respuesta urbana y en uthma instance las fachadas del edrficio. son un elemento que se debe mantencr 

Ademas. estas fachadas tienen una repercusidn importante en el espacio interior condicionado por la dimensibn y el niimero de 

perforaciones. Frente a esla caracteristica aprovechable del edificio existente. nos encontramos con unas alturas fibres, unos vacios y 

unas condiciones de iluminacibn y ventilacifin poco adecuadas para la finalidad que se le pretende dar. 

Con antenohdad a esta situacitin proponemos una operaciOn de vaciado del edificio existente un perimetro construido vinculado a las 

perforacwnes de la fachada. y un volumen interior, ya liberado de los condicionantes de la pre^xistenOa, seran los elementos que 

conforniarSn el proyecto. 

A partir de aqui, la propuesla se desarrolla a traves de un dtalogo entre estos dos elementos. El perimetro en contacto con el exterior, 

con la ciudad. Y el volumen interior, como un pindn dentro del fruto. en contacto con este perimetro. Las relaciones que se establecen 

entre las dos partes se producen en el espacio mtersticial que aparece entre eilas. Es en este espacio donde se organizan las 

circulaoones y las conexlones, donde se recoge la luz exterior de la fachada y de la cubierta. 

Esta estructuractin del proyecto se enfatiza tambten en la seccidn del edificio, manteniendo la planta ba# como parte del perimetro. De 

esta forma, el esoaoo intersticial se refuerza tambien apareaendo en la planta primera, bajo el volumen interior. En este ultimo aparece 

el nucleo de comunicacion y servicios que, como la semi la dentro del pinon. alimenta tanto al propio volumen como al cuerpo 

perimetral. Este nucleo sale del volumen, atraviesa el perimetro en la planta baja y llega hasta el sotano. 
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The starting pomt is an existing building. The intention is to retain 
its urban presence, in other words its three facades. This buitdng 
has the following characteristics: 

- Historic value as a structuring element in the growth of the crty 
of Abcante that is present m the collective memory of the 
inhabitants 

■ The permeability ol the facade, as from the inside of the building 
it is seen to allow a great deal of light into the interior 

- The typology of the building itself, with very high ceiling heights 
and a great central void occupied tiy the staircase that links all 
the floors. 

We therefore considered that the urban response, which, in the 
final analysis, means the building's facades, is an element to be 
retained. Moreover, these facades have important repercussions 

for ihe interior, which is influenced by the dimensions and number 
of the openings. However, although this feature of the existing 
buikfing can be turned to advantage, its ceiling height, central 
void and fighting and ventilation are little suited to its intended 
purpose. 

In view of this situation, we propose to demolish the interior of the 
existing building, A built perimeter linked lo the openings in the 
facade and an intenor volume freed from the limitations of the 
original building will be the elements of the design. 
From this starting pomt, the proposal develops through a dialogue 
between the two. The perimeter is in contact with the exterior, 
with the city. The interior, like a fruit stone, is in contact with the 
perimeter. The relations that these two establish take place in the 
interstitial space that develops between them. The circulation 
areas and connections are organised in this space, which collects 
the light from the exterior, from the facade and the roof. Giving 
the project this structure also emphasises the buildings section, 
which makes the ground floor part of the perimeter As a result, 
the interstitial space is reinforced by also being present on the 
first floor, underneath the inner volume. The latter holds the 
communications and services nucleus which, like the seed within 
the stone, nourishes both the Inner volume and the perimeter 
body. This nucleus emerges from the inner volume, piercing the 
perimeter on the ground floor and reaching down into the 
basement 
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